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"Had Frederick Delius never been born, it is doubtful whether the course 
of music history would have been changed significantly. His influence today 
is next to nothing; his fame appears dwindling and rests on several obscure 
orchestral tone poems seldom heard and known to but a few." 
I wrote those words in an essay about Delius's Mass of Life in January 
of 1969. As I complete this dissertation on the choral works of Delius in 
1975, it is pleasing to note that my remarks are no longer accurate. In the 
past six years a significant revival has begun, as evidenced by the release of 
a worthy number of new recordings, representing works only previously available 
on 78's or their LP reprints. Under the auspices of the Delius Trust, excellent 
new performances have been recorded of all the choral works, the operas A Village 
Romeo and Juliet and Koanga, and a number of lesser known orchestra] works, 
establishing a substantive discography which represents a majority of the 
composer's output. Missing now are the more unfamiliar operas and performances 
of the bulk of Delius's songs. Especially gratifying in the United States 
Delius revival are the recent, highly successful Washington D.C. and New York 
performances of the operas Koanga and A Village Romeo and Juliet. 
Although the popularity of Delius's music seems to be rekindling, it is his 
position in the eyes of musicologists, composers and performers which suffers 
from what I feel is misunderstanding and wholly inadequate appraisal. In most 
music history surveys, Delius is either omitted or referred to in the same breath 
with other "impressionistic" composers of the early twentieth century. "Delius 
... represents the narrow kind of impressionism that composers growing up around 
1920 knew best and fought against."2 He is often called the last exponent of 
a decadent idiom which Schoenberg supposedly put in the grave - the exhausted 
chromatic legacy of Wagner. Delius's music has been criticized for its lack 
of form and organization, rhythmic variety, ari melodic inventiveness. Machlis 
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describes him as: 
...primarily a harmonist. He was concerned with chordal texture 
rather than counterpoint...he evolves free, flexible forms perfectly 
suited to his rhapsodic flights of fancy, and gave them poetic titles 
to suggest mood and scene.3 
Delius's reputation and fame resides in a few short orchestral tone poems 
which have achieved some popularity. Most musicians are unaware that this is 
a composer of over eighty works, including six operas, fifty songs, four 
concertos, eight choral-orchestral works, and miscellaneous chamber and 
orchestral music. He was a composer whose vocal compositions embraced six 
languages and who after the highly successful premier of Part II of A Mass of 
Life at the Munich Tonkunstlerfest in 1908 was heralded by William Ritter in 
the Courier Musical as "le triomphateur de ces fetes."4 In a later article 
m the French paper Lugdanum, July 1908, Ritter makes an interesting comparison 
between Delius and Debussy: 
Ce que Wagner fut a Weber, M. Delius l'est a M. Debussy. Plus complet, 
plus organique, plus fort, il est tout aussi subtil et multi-nuance. Comme 
lui, il parait vetu d'arc-en-ciel dilue: une contmuelle pamoison de delicats 
frottements d'accords nous chatouille delicieusement et, cependant, 
quelque chose de fort et de salubre regne dans 1'ensemble, et 1'architecture 
de l'oeuvre connait une elevation a. grandes lignes audacieuses et un plan 
large et aere, mais ferme et defini. On salt d'ou l'on part, par ou l'on 
va, ou l'on aboutit.5 
[What Wagner was to Weber, Mr. Delius is to Mr. Debussy. More complete, 
more organic, stronger, he is both subtle and sensitive to nuance. Like 
him, he appears dressed in a diluted rainbow, a continual swooning of 
delicately shaded chords arouses us deliciously, however, something strong 
and healthy reigns in the whole, and the architecture of the work [A Mass 
of Life] presents an elevation in grand and audacious lines and a large 
and airy plan, yet firm and well defined. One knows from where one departs, 
where one is going, and where one will end.] 
My own interest in the music of Frederick Delius stems from Philip Heseltine's 
remarks on A Mass of Life m his biography of Delius written in 1923: 
This colossal work, without a doubt the greatest musical achievement since 
Wagner, a Mass worthy to rank beside the great Mass of Sebastian Bach, is 
as yet almost unknown, even to musicians and those who profess to be in 
touch with the most recent developments of the art.6 
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This comment from an author then unknown to me concerning a work about 
which I knew absolutely nothing was immediately intriguing. After considerable 
searching for little known scores and old dusty 78 recordings, I was able to 
become fami]lar with Delius's complete choral output. It is from this initial 
stimulus that the present study results. 
I feel Delius has been most misunderstood in the area of musical structure. 
There is no denying T""->lius felt that the emotional response to a subject should 
provide the shaping of a musical idea. Likewise, it is true that he hated 
analysis and strict formal practices. However, possibly in spite of himself, 
Delius's music contains a wealth of structural detail. In addition to his 
exceptional gift of harmonic inventiveness, he possessed an innate sense of 
flow and structure. He employed threads of melody, rhythmic motifs and harmonic 
sequences which provided a very sophisticated motivic organization, the subtlety 
of which is usually completely missed by the listener or possibly perceived 
subconsciously. The intricacy and interrelationship of Delius's ideas can 
only be ascertained by a close examination of his scores. 
My aim in this thesis is to expose through analysis the complexity of 
Delius's musical logic and sense of design as found in his choral works. I have 
attempted to examine the music for as much detail as possible in hopes of 
exposing compositional technique, sense of form and harmony, treatment of the 
chorus and orchestra, and sensitivity to text. 
Because of the nature of his music and its associated subject matter, 
Delius makes little use of the traditional forms of 18th and 19th century music. 
Rather an analysist must search out the means of structure created by motivic 
repetition, textual association, and harmonic symmetry. Hopefully, the 
immense detail and complexity present in this study will serve to illustrate 
to the reader that Delius'& music is indeed endowed with incredible structural 
detail and sophistication, the likes of which should impress the demanding 
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music theorist or musicologist who equates structural integrity with musical 
worth. Granted, Delius's musical idiom and its association with the twilight 
of decadent romanticism has limited appeal; however, lifted from historical 
context and evaluated for creativity and intellectual substance, the genius 
of the composer comes through. The agonizing note by note dictation process 
utilized by Eric Fenby and the paralyzed and blind composer to create an 
extensive work for double chorus and orchestra, has to illustrate to any skeptic 
an incredible musical facility ranking with the greats of music history. 
In addition, I feel it is only through the full understanding by performers 
and conductors of structural details such as motivic priority, textual 
association, repetition and symmetry, and sensitivity to vocal color, that 
creditable performances of Delius's choral music can be achieved. Charles 
Kennedy Scott, the revered English choral conductor whom Beecham praised7 and 
to whom Delius dedicated his final part songs, makes telling remarks: 
He never had much to say about the performance of his music. He seemed 
content to leave it to others, provided he could trust their competence... 
Special sympathy is required in the performance of Delius's work. It will 
not give up its secret by rough and ready treatment. It is so sensitive 
and refined that the performer must have a like attitude, particularly as 
regards beauty of tone. If he is not a poet at heart, he had better 
leave Delius alone. Delius's music is above all a music of 'distance1, 
of background rather than foreground... It is the magic of colour, the 
stillness of far-off things, that entrance us; lively action, which 
must operate close at hand, scarcely enters.8 
vm 
Footnotes 
1. Opera News, July, 1972, p. 22, Reports: U.S., Washington D.C. 
After Frank Corsaro's perceptive staging of Frederick Delius's Koanga 
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nothing short of sensational... The Delius work will be performed in 
St. Paul in the summer of 1973 and in Seattle in September 1973. 
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5. Ibid 
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I. DELIUS'S LIFE 
Before beginning any analysis, a brief resume of Delius's life and 
opinions concerning music may be helpful. His unusual background and his 
highly original ideas are vital in attempting to understand and evaluate 
his musical creations. 
Frederick Delius was born of German stock in the transplanted environs 
of Bradford, England on January 19, 1863. His father, Julius, was a highly 
successful wool merchant and stern Prussian gentleman who ruled his family 
with an iron hand. His disgust with vulgarity, inefficiency and laziness, 
and his appreciation for art and fine living were deeply impressed on his 
children. The elder Delius also carried the social music habits of Germany 
into his home life. Chamber music was cultivated, and among those who played 
and were guests at the Delius home were Joachim and Piatti. 
Of the twelve children in the family, Fritz, as he was called in his youth, 
was the rebel and ring-leader in all childish pranks. He was also the most 
outgoing and friendly. As a boy, he was a dreamer with a vivid imagination 
and a great passion for adventure and the out of doors. Like his older brother 
Ernest, he was very proficient at improvising at the piano. He loved to invent 
new accompaniments to well known songs and would go to great lengths to 
persuade anyone to sing a melody so that he might experiment. His formal 
musical education began with the study of the violin at age seven. One 
time when a professional violinist became ill, Frederick, then aged twelve, 
took his place and was considered by all (including Joachim) to be an excellent 
replacement. For him, music became a passion - the only thing of importance. 
Unfortunately, his father deplored the idea of anyone, let alone his own son, 
following music as a profession. The elder Delius was determined that his 
sons should follow in his footsteps in the wool business, and thus an obvious 
clash was to develop between two strong-willed individuals. 
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Delius's father made his musical son an apprentice to the wool trade 
and because of Frederick's gregarious nature sent him in 1881 as a representative 
to Germany and Scandinavia. Frederick was enchanted by the beauty of the 
Norwegian countryside and spent most of his time exploring. However, he 
did accompljsh enough so that the trip was considered a success at home. 
Unfortunately, several other excursions in the next two years proved to be 
complete fiascos as Fred blithely ignored anv business tasks and enjoyed 
instead sojourns in Norway, Paris, and the Riviera. He was continually 
reprimanded and the unending argument ensued over the idea of having a musician 
in the family. To ease tensions, Frederick suggested to his father that it 
was not in England where his fortune lay but rather in the United States 
where he could pursue his true vocation - that of a Florida orange grower! 
His father, though he did not immediately acquiesce in this new 
proposition, was no doubt secretly relieved to find that the horrid 
notion of becoming a musician had been, for the time at any rate, 
abandoned; and after what seemed an interminable deal of discussion, 
hesitation and delay, it was finally settled that Fred should emigrate 
to Florida as an orange-planter. Investigations were made, letters of 
introduction procured and in March, 1884, he left Liverpool on the Cunarder 
Gallia for New York, proceeding thence by steamer down the coast to 
Fernandma in Florida. 1 
Young Delius was immediately enchanted by the exotic qualities of his 
new surroundings and completely disregarded his responsibilities as a rancher. 
He was quickly captivated by the highly unusual character of the songs sung 
by the Negroes who worked his land, and his impressions of Solano Grove were 
later permanently enshrined in the Florida Suite, Koanga, and Appalachia, the 
latter "wherein the composer recalls the negro song with the refrain: 'Oh 
honey I am going down the river in the morning'."2 
Fred was soon frustrated without a piano, and decided to go down-river 
to Jacksonville in search of one. There m a music store he made the chance 
acquaintanceship of Thomas Ward, an accomplished New York organist who 
had come to Florida to recuperate from an illness. This friendship proved 
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to have a profound impact on Delius's musical career. Ward immediately 
recognized Fred's natural harmonic instincts and offered to teach him the 
rudiments of counterpoint and analysis. Delius later commented: 
As far as my composing was concerned, Ward's counterpoint lessons 
were the only lessons from which I derived any benefit. Towards the 
end of my course w\th him - and he made me work like a nigger - he 
showed wonderful insight in helping me find out just how much in the way 
of traditional technique would be useful to me. And there wasn't much. 
A sense of flow is the main thing, and it doesn't matter how you do it 
so long as you master it.3 
With Ward's hearty encouragement, Delius decided he must pursue a career 
as a composer. (Unfortunately Ward never lived to share in his pupil's 
success.) After a brief stint as the "celebrated Professor Delius", music 
instructor for the fair young ladies of Danville, Virginia, he finally persuaded 
his father to allow him to go to Leipzig where he could enroll at the conservatory. 
(Delius's compentency as a violinist is apparent as he supposedly played quite 
successfully the Mendelssohn Concerto while in Danville.)4 
Upon arriving in Leipzig in the summer of 1886, Delius began his studies 
with Hans Sitt and Carl Remecke. During his student days he heard Brahms and 
Tchaikovsky conduct performances of their own works and met Busoni and Edvard 
Grieg, through whose deepening friendship he further cultivated his enthusiasm 
for Norway and the Norwegian language. 
After the eighteen-month course of study, Julius demanded that Fred end 
his frolic and return to Bradford or have his monetary allowance cut off. 
Fortunately for Delius, Grieg, during a trip to London in support of his own 
music, was able to persuade Julius, who held the Norwegian composer in high 
esteem, that he did wrong m denying artistic freedom to his son. Thus 
influenced, though not convinced that music was a life for a gentleman, the 
elder Delius cut Frederick's allowance to a subsistence level and gave him his 
blessing to go to Paris to follow his musical whims. 
This "blessing", however, was in name and money only. The alienation 
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between parents and son grew, and neither Julius nor Else, Frederick's 
mother who survived her husband by nearly twenty-five years, would admit that 
they had a son who was a famous musician. The subject was never discussed 
in the family circle, and neither parent ever expressed in public any feeling 
of pride in Frederick's musical accomplishments. Music was just not the 
trade of a professional man. 
Delius now settled in France and made Paris his home until 1896. His 
acquaintance with a Norwegian artist, Jelka Rosen, (who he eventually married 
in 1903), resulted in his establishing a residence at Grez-sur-Loing which 
became his home for the rest of his life; in this rustic seclusion his greatest 
works were written. The year 1899 marked the first time Delius's music was 
heard in England. On May 30, in St. James Hall, he presented a three-hour 
program of his own music in a concert arranged and paid for by himself. To 
quote Percy Young: 
The reaction to this concert was that which has since become typical of 
the English towards "modern mus^r." The (reasonably large) audience was 
polite; the critics having nothing to work on, were generally perplexed 
by the alternating languors and asperities of a harmonic idiom that 
seemed to stem from no legitimate antecedents, and by the generally exotic 
flavor. They stood firm on the sole assumption that the composer had 
something to say, but were not sure they understood his method of saying 
it. The Yorkshire Post, however, displayed an exceptional warmth: "The 
hearty force and intense life of the music are, however, such that it is 
with a feeling of patriotic pride that we are able to say that Mr. Delius 
was born and brought up in Yorkshire."5 
It was eight years before the name of Delius again appeared before the 
English public. In the intervening period, able to live independently on 
his own and his wife's legacies, he composed a number of major works which 
won limited but influential support in Germany. The greatest stimulus to 
Delius during this period was probably the work of Frederick Nietzsche, with 
which Delius had become acquainted several years before. Although Delius later 
disclaimed complete agreement with Nietzsche's principles, it is obvious that 
their influence was immense at this time in his life. He had found a written 
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creed for life with which he could agree, and he had little difficulty 
identifying himself with Nietzsche's "Hoheren Menschen". The bulk of Delius's 
greatest works date from this period, and the opera A Village Romeo and Juliet, 
his setting of Walt Whitman's Sea Drift, and Part II of A Mass of Life, based • 
on sections taken from Nietzsche's Also sprach Zarathusbra, all had successful 
premiers in Germany. 
A cheering and significant event marked the beginning of 1906; the 
first performance of Sea Drift. This was uMer the auspices of the 
Tonkunstler Verein and took place at Essen under the direction of Georg 
Witte... This event definitely established his [Delius] reputation 
in Germany and he became, together with Richard Strauss, the most 
admired composer of the day. Pamphlets and articles about him began to 
appear, demands for his music poured in from many sides, and best of 
all, he found a publisher [Harmonie]. 
In 1907 a program of Delius's music took place at Queen's Hall, London, 
conducted by Cassirer, and the English were again reminded "...of the limits 
set on their musical appreciation by the academic and otherwise restrictive 
conventions that prevailed."7 Appalachia, which was originally composed in 
1896 but was now in a revised version which included a choral finale, had a 
profound effect upon its listeners. For the young conductor, Thomas Beecham, 
it was an electrifying experience and a most important one for the fate of 
Delius's music. In his biography of Delius, Beecham writes: 
Like every other musician under thirty years of age who was present 
at the performance of Appalachia in November, I was startled and 
electrified. Here at last was modern music of native growth in which it 
was possible to take pride and delight. I formed the unshakeable 
resolution to play as much of it as I could lay my hands on whenever I 
had the opportunity.. .8 
Beecham's total commitment to the music of Delias secured its performance in 
England for the rest of Delius's life. After the 1909 premier of the complete 
A Mass of Life Beecham continually included the composer's music in his programs, 
and in 1929 singlehandedly arranged a four-day Delius festival in Queen's Hall. 
The final chapter of Delius's life is the most depressing and yet the 
most illustrative of his total commitment to his art. When World War I broke 
6 
out he was forced to leave Grez for a short while. Upon his return, Delius 
began a Requiem in memory of "young artists lost in the war," which was 
inspired by Nietzsche but made use of a text written by himself. In its London 
premier in 1922 it was received with mixed reactions. 
Sometime during the following year, Delius began showing symptoms of a 
strange paralysis which by 1924 had left him completely paralized and blind. 
His creative life would have ended had it not been for the great efforts 
of Eric Fenby, a British youth who, upon reading of Delius's plight, came 
to Grez to help him continue his composing. Miraculous as it may seem, Delius 
dictated, note by note, three major works. His last composition was the 
poignant, eighteen-minute Songs of Farewell for double chorus and orchestra 
on a text by Walt Whitman. Delius died in 1934, never once giving up his 
determination to live for life's greatest joy - that of creating. 
Footnotes 
1. Heseltine, p. 13 
2. Hutchings, p.16 
3. Ibid, p. 47-48 
4. Thomas Beecham, Frederick Delius, p. 31 
5. Percy M. Young, A History of British Music, p. 536 
6. Beecham, p. 135 
7. Young, p. 537 
8. Beecham, p. 149 
8 
II. DELJUS'S TEXTS 
Delius's choice of texts and his method of setting them represent 
curious and yet revealing characteristics of his musical language. A certain 
insight can be gained by noting the philosophical consistency displayed by 
his texts. Fenby comments: 
Writers on art are consistently drawing attention to the preoccupation 
of certain artists with some central theme which recurs throughout their 
work. For instance, the Mother and Child theme which dominates the 
inspiration of Henry Moore. Similarly with Delius. This record 
contains music which illustrates varied aspects of the theme from which 
he rarely strayed whenever he set words to music; a theme which posessed 
him increasingly from his early opera Koanga, through the choral works 
Appalachia, Sea Drift, Songs of Sunset to An Arabesque - the transience 
of creaturely love, its partings, frailties and separations.1 
A corollary to this theme is illustrated in two other large choral works - A 
Mass of Life from Nietzsche's Also sprach Zarathustra, and Requiem. Although 
the text of the latter was written by Delius himself, with some Old Testament 
references, it clearly shows the influence of Nietzsche. Heseltine comments: 
The message of Zarathustra is the same as the message of Hermes 
Trismegistos and of [William] Blake: 
"Thou art a man - God is no more; 
Thine own humanity learn to adore." 
And - "Jesus Christ is the only God, and so are you and so am I." It 
is the great "yea-saying" to life, the realization that change and 
death are only apparent, that joy is in the end deeper than sorrow, 
though weeping may endure for the night of time, and that all seeming 
discords are but the components of a greater harmony.2 
Another aspect of Delius's choice of texts is illustrated in Beecham's 
commentary: 
Apart from the thought contained in any literary work, poetry or prose, 
Frederick valued above all else the virtues of clarity and simplicity. 
This is evident in his choice of subjects where the use of English 
words is involved, as in Sea Drift, the Idyll, Songs of Sunset and 
the lyrics of Jonson, Herrick and Shelley. The rich and ornamental 
utterance of Swinburne, for example, fatigued his ear, in seeming to 
hinder that easy and jnstant perception of the point of a lyric allied 
to music, which for him was essential to its rapid comprehension on the 
listener's part.3 




poetry is rich in imagery and subjective illusion. Included are Walt Whitman, 
Friedrich Nietzsche, Ernest Dowson, Jens Peter Jacobsen, Arthur Symons, and 
Alfred, Lord Tennyson. Discussed in light of the compositions in which 
Delius used their poetry, some background on these writers helps to illustrate 
their similarity of outlook which so attracted the composer. A further 
consideration, and a bit perplexing, is Fenby's comment concerning the role 
of Jelka Delius in the selection of her husband's texts: 
From 1895 onwards, with the exception of the text of the Mass of Life, 
which was selected from Thus Spake Zarathustra by Fritz Cassirer and the 
composer during a holiday together m Brittany, the composer's wife chose 
almost every word that he set. Whenever she came upon a poem that 
matched the mood of that sad longing which she had first sensed in his 
improvisation, she copied it out and left it on his desk. Sometimes, 
she told me, the music he played was so poignant that she thought her 
heart would break.4 
Obviously, it is impossible to know to what extent Jelka helped or influenced 
Delius in his arrangement of textual material. One can only examine the 
original poetry and see how it appears in the resulting composition. Jelka 
was, however, specifically responsible for the translation into German of 
all non-German texts. (This was necessary for publication by Harmonie.) 
Sea Drift - Walt Whitman (1819-1892) 
Delius's interest in the works of Walt Whitman probably stemmed from his 
stay in the United States. His method of setting Whitman's text here is typical 
of that used in other works - the poetry is not used in its entirety, but 
rathet sections are isolated and chosen for their best adaptation to his 
musical purpose. Hutchmgs writes: 
To find out what Delius wanted from Whitman, we should notice the 
difference between his and Vaughan Williams's selections from the series 
of poems entitled Sea Drift in the poet's Leaves of Grass. Vaughan 
Williams took three of these for his Sea Symphony - an exultant work 
which swells our pride in the Song of all seas3 all ships, our solemnity 
in contemplation of the ocean at night, our delight in the play of winds 
and waves. Delius's aim is not a sea symphony, nor, directly, the 
evocation of any mood of the sea which affects the onlooker. The positions 
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of man and ocean are reversed. The composer is concerned with a boy's first 
contact with the drama of separation, his first awareness of the fact of 
death, as he watches and "translates" the mating, nesting and happy life 
of two sea birds, until one of them fails to return... The sea is always 
there, but the work is not a seascape.5 
Sea Drift illustrates Delius's sensitivity to a text which would exactly 
fit his musical conception of "the transience of creaturely love." 
A Mass of Life - Friedrich Nietzsche (1844-1900) 
Delius's acquaintance with the works of Nietzsche resulted in a strong 
influence on the composer's own philosophy of life, as well as on his musical 
style. Fenby, who detested Nietzsche's influence on Delius, writes. 
Already as a youth, when he had left Bradford on his first visit to 
Florida, Delius was at heart a pagan. A young mind, such as his, that had 
been nurtured chiefly on detective stories and penny dreadfuls, was not 
likely to forget that incident he had witnessed in Bradford when Bradlaugh 
had stood, with his watch in his hand, calling on his creator to strike 
him dead within two minutes if He existed! Delius had never forgotten 
that two minutes. 
When, one wet day, a few years later, he was looking for something to 
read m the library of a friend...and had taken down a book, Thus Spake 
Zarathustra - a book for all and none - by Friedrich Nietzsche, he was 
ripe for it. That book, he told me, never left his hands until he had 
devoured it from cover to cover. It was thj very book he had been 
seeking all along, and finding that book he declared to be one of the 
most important events of his life. Nor did he rest content until he 
had read every work of Nietzsche that he could lay his hands on; and 
the poison entered into his soul.6 
A capsule version of Nietzsche's philosophy sheds great light on Delius's 
outlook on life. According to Menchken: 
Nietzsche believed that an ideal human society would be one in which 
these two classes of men [the Apollonians who stood for permanence and 
the Dionysians who stood for change] were evenly balanced - in which a 
vast, inert, religious, moral slave class stood beneath a small, alert, 
iconoclastic, immoral, progressive master class. He held that this 
master class - this aristocracy of efficiency - should regard the slave 
class as all men now regard the tribe of domestic beasts; as an order 
of servitors to be exploited and turned to account.... He believed that 
there was need in the world for a class freed from the handicap of law 
and morality, a class acutely adaptable and immoral; a class bent on 
achieving, not the equality of all men, but the production, at the top, 
of the superman.7 
The superman's thesis will be this: that he has been put into the world 
without his consent, that he must live in the world, that he owes nothing 
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to the other people there, and that he knows nothing whatever of existence 
beyond the grave. Therefore, it will be his effort to attain the highest 
possible measure of satisfaction for the only unmistakable and genuinely 
healthy instinct within him: the yearning to live - to attain power - to 
meet and overcome the influences which would weaken or destroy him.8 
Remarks made by Philip Heseltine concerning A Mass of Life propose that the 
Nietzschean writings had other than a philosophical attraction for Delius. 
...one need not emphasize the fact that this work is not an attempt to 
set philosophy to music, "as it has been foolishly described. It is 
Nietzsche, the poet - an incomparably greater man than Nietzsche, the 
philosopher - who has been drawn upon for the text; one might almost say 
Nietzsche, the musician, for when his creative imagination soars highest 
his very words "aspire towards the condition of music," seeking to 
express a wider significance than words alone can ever convey. Nietzsche, 
the philosopher, is often at variance with himself as well as with the 
world, but Nietzsche, the poet-musician, is at one with the great 
mystics of all the ages. And Delius is, indeed, a pantheistic mystic 
whose vision has been attained by an all-embracing acceptation, a "yea-
saymg" to life. Such a mind has become so profoundly conscious of the 
life of all nature that it has begun to perceive the great rhythms of 
life itself: so that all things seem to live and have their being in 
itself, filling it with a sense of such deep peace and beauty that the 
conditions of separate existence in the self become intolerable to it.9 
As mentioned earlier, Delius was aided in the selection of the text for A Mass 
of Life by Fritz Cassirer. 
It was to him that Frederick first communicated the plan of creating 
a wholescale work founded upon Also sprach Zarathustra, but confessed 
to finding himself in some difficulty over making suitable selections 
from the text of this extraordinary and monumental work. This was a task 
very much after Cassirer's fancy, and upon his offering his assistance, 
it was arranged by the pair that they should take a bicycling trip through 
Brittany in the coming August, leaving their respective wives at GreZc 
It was during this excursion that they solved a knotty problem by a 
simple process of devastating elimination, chiefly owing to Cassirer's 
insistence that what mattered vitally was a musical counterpart, not so 
much of the text of the work, as of its prevailing character. He expresses 
himself with some force on this point: 
'As Zarathustra is not composed thematically an analysis in this 
case would be nonsense.... These analyses in music are the height 
of platitude: don't you take any part in them; my aim is the pure 
and simple rendering of the mood of the poem. ' ^ 
Regarding the English translation of A Mass of Life, a disagreement with 
his publisher, Harmonie, in 1909 brings to light the difficulties Delius 
experienced in presenting the first complete performance of the work. Beecham's 
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lengthy account is most interesting. 
Just as unreasoning was the question of an English translation 
for the same work, which could be sung before a British audience without 
creating either amazement or hilarity. 'Harmonie' had not only employed 
a wholly inefficient person to undertake this task but had actually 
printed his version in both the full and vocal scores. Fully convinced 
of this gentleman's fitness for the task, they were now endeavouring 
to foist it upon me. [Beecham was to conduct the performance.] This I 
naturally opposed and engaged the best man I knew in London to provide 
me with something that could be both sung and understood. This was 
William Wallace, one of the most versatile figures of the day, and I 
make use of three of his letters to Frederick on the subject, for 
further clarification of the issue. The first is dated April 6th, 1909: 
'I have gone through the Bernhoff text, word by word, and I am 
convinced that it will stand in the light of your success if it is 
printed in its present form. The critics are paying special 
attention to the words nowadays, and the revival of Berlioz's 
Faust is entirely owing, as I think I mentioned, to the fact that 
the new English text is intelligible and singable. I have nothing to 
gain in this matter. All I want to see is your work having a chance. 
But I am certain that its present text would be an obstacle to 
performances in England. As you know, many a fine work has been 
killed by a bad libretto.' 
Frederick had sent on Wallace's letter to 'Harmonie' and had received 
a reply which he forwarded#to London. On April 26th Wallace writes 
again: 
'It is perfectly absurd for a German firm to speak of Bernhoff as 
a 'first-class, literary, highly cultivated artist'. Breitkoph 
had to cancel his atrocious version of Berlioz's Faust, and only 
a few days ago I was told by another German firm that though they 
had accepted and paid for the translation of a big work, they had to 
get it done all over again by someone else. It is in the style of 
inferior ballads and the sooner German firms recognize that English 
singers are not all uneducated and refuse to sing words that make 
the audience laugh, the better their sales will be. Every German 
firm should have an Englishman as adviser as to translations. German 
or semi-German composers, like d'Albert, who have lived so long out 
of England that they have no notion of decent English now, are not 
the best judges of what a good text is, and though Bernhoff may have 
letters from many thanking him for his work, they fail to see that 
the English will be criticized by Englishmen and not by Germans. 
Take the first line of Bernhoff. This will be sung - "0 Thou my wi—ill" 
Page 8; the word "cleped" is obsolete, and probably not one in 100 
of your audience will know what it means. Page 14; who will understand 
what is meant by 'prepared to mine ego', etc? Page 56; last line of 
text "Wilt thou my hound" etc., is not grammar. "That is a dance" 
is foolish. Now for a dance is English, "pitiless Columbine"!!! 
Page 113; "Rages" has two syllables, not one. Page 131; "ululating, 
inebriating" is simply putting a weapon in the hands of your critics. 
Page 180; what singer will have the assurance to get up and 
declare "I'm a temulent dulcet lyre (liar)"? On Page 184 it is the 
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turn of the poetess to be "temulent"! Page 202; that word "awfuller" 
gives the text away. You cannot afford to have your critical taste 
in Eiglish shown up with this sort of thing. Every musician who 
has seen B's text has said that it will damn the work if it is printed 
in the programme. I understand that "Harmonie" says, "We have no 
objection to a performance with the new text, on the supposition that 
it will be sent to us for disposal with all rights". I made the new 
text for the sake of yourself and Beecham, and I will not allow it 
to be used for any other performance. If "Harmonie" thinks that it 
is to their advantage to cancel Bernhoffs, they will have to pay for 
their mistakes like other people.' 
This correspondence terminates on May 5th, Wallace writing again to 
the composer: 
'Many thanks for your letter and the enclosure from "Harmonie". As 
far as I can see, you are allowed to use and to print in the programme 
my text for THIS performance ONLY. That is to say, "Harmonie" will 
not allow the next text to be used at any other performance of your 
work in this country. Why do they stand in their own or in your 
light? I also gather that they will not pay for the new text, and 
that they claim to have sole rights of translation. Now I am told 
by the publishers of the English translation of Nietzsche that there 
is no copyright, and that anyone can translate and publish his own 
text of Zarathustra in English without hindrance. I got this 
information a moment ago from Fisher Unwin, the publisher of one of 
the English texts of Zarathustra, and he is scarcely likely to be 
wrong. I think it very important that you should have a clear 
understanding with "Harmonie" as to what they will allow in the case 
of other performances of your work after Beecham's. It strikes me 
that "Harmonie" are not very anxious that your work should have the 
best possible chance, but they ought to realize that whatever we may 
be as a musical nation, some of us understand what is good English 
and what is bad. German firms spend thousands m pushing German 
songs here, but ninety-nine in one hundred are never sung because the 
translations are so bad. That I suppose is what they call "business 
enterprise"!!!!'H 
Songs of Sunset - Ernest Dowson (1867-1900 
Delius employed a variety of Dowson's poems to provide the text for his 
Songs of Sunset. Cynara, perhaps Dowson's most perfect poem, was to have 
climaxed the work, but Delius wisely omitted it in the final version as 
tending to disturb the mood-sequence he had planned. A.K. Holland writes in 
reference to Cynara and its author: 
It is Dowson's most characteristic poem, as Dowson was the most 
characteristic poet of what has been called "the Beardsley period," - the 
fin de siecle. Of this poem, Mr. Osbert Burdett, has written: "Not 
only did he (Dowson) say all he had to say, but summed up in four stanzas 
the rebellious temper, the artistic ideal of the group. It is a poem of 
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ennui and of reaction, of the inconstant flesh at issue with the 
constant soul, paradoxically combining the fine and the sordid as if 
content with nothing less than both extremes.... The whole is sung to 
a haunting and original music, and the rhyme which gives the line of 
beauty to the whole will not be forgotten by posterity."12 
Although this comment pertains only to Cynara, I think Burdett's sentiments 
can easily be applied to the entire text of Songs of Sunset. 
An Arabesque - Jens Peter Jacobsen (1847-1885) 
Delius was strongly attracted to Danish poetry, utilizing it in twelve 
different song settings. The most influential poet was Jacobsen, whose works 
also provided the texts for Delius's opera, Fennimore and Gerda (from the novel 
Niels Lyhne) and the choral setting of An Arabesque. Of the latter text, 
which exists in three languages (Danish, German - translation by Jelka, and 
English - translation by Heseltine), Fenby comments: "Jacobsen's poem is a 
strange utterance in which human passion is personified in the god Pan; a 
lover's rhapsody on the briefness of bliss."!3 Holland's remarks are also 
enlightening: 
Jacobsen was a man of his time, and the study of his hyper-sensitive 
dreamer, Niels, of his doubts and indecisions, is to some extent a 
self-portrait. His naturalistic stories are placed in a setting of 
highly artificial prose, in which language is used for a conscious 
psychologic effect. "He follows a movement - the coming of rain, for 
example - in all its articulations; he seeks always to transpose all 
the impressions of the senses into pregnant impressions, and these 
again demand a new style, re-tuning the language of prose. The 
vocabulary is extended and refined, the language is worked over from a 
musical standpoint; inversions and alliterations gjve the sentences 
their particular tonal hues and the periods are harmunized into 
rhythmical unities." (n.G. Topsoe-Jensen: Scandinavian Literature). 
His poems published posthumously, are full of subtleties and refinements 
of melody and colour. Georg Brandes has said of his style: "Every drop 
which we seize from the hushed fountain of his language is weighty 
and potent as a drop of elixir, fragrant as a drop of precious essence. 
In his manner of writing, there lies something bewitching, intoxicating." 
He has some affinity with Flaubert, and in his prose style with our own 
writers, De Qumcey and Pater. 14 
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Requiem 
The Requiem text was compiled by Delius from his own philosophy and 
from Old Testament Biblical passages which suited his imagery. The tenor 
of the resulting poetry (which was originally written in German - perhaps 
supportive of the contention of Neitzschean influence) proved to significantly 
detract from the initial impression made by the work at its 1922 premier. 
But when the same concert-goer, travelling to business on the morning 
of October 28th, thought he would read the composer's explanation of the 
work played on the previous night, his reactions to the following 
verbiage would have made an interesting study:15 
It is not a religious work. Its underlying belief is that of a 
pantheism that insists on the reality of life. It preaches that 
human life is like a day in the existence of the world, subject to 
the great laws of All-Being. The weakling is weighted down thereby 
and revels in magic pictures of a cheerful existence hereafter. The 
storm of reality destroys the golden dream-palaces, and the inexorable 
cry resounds, "You are the creature of the day and must perish." 
The world tries to soothe the fear of death, "the highways of the 
world give birth to gods and idols." The proud spirit casts off the 
yoke of superstition, for it knows that death puts an end to all 
life, and therefore fulfillment can be sought and found only in 
life itself. No judgement as to doing and not doing good and evil 
can be found in any ordinance from without, but only in the conscience 
of man himself.... Thus independence and self-reliance are the marks 
of a man who is great and free. He will look forward to his death 
with high courage in his soul, in proud solitude, in harmony with 
nature and the ever-recurrent, sonorous rhythm of birth and death.16 
Arthur Hutching's condemnation of Delius's commentary provides additional 
perspective. 
This passage should be perused by all who talk of Delius as more 
intellectual than most great artists. It is not required of a great 
artist that he possess or develop intellect, provided he is intelligent in 
his art. Delius was more intelligent than most of us, even outside his 
art, but he had so large a measure of egocentricity that he developed 
blind spots in his intelligence. He thought himself the enemy of 
religious faith, but was himself the slave of a self-concocted religion 
more bigoted than the most ultramontane forms of Catholicism or the 
most Calvinistic forms of protestantism. His reading, if widespread, 
was not intellectually wide. He read where he was sure to find what he 
liked, where his own nature and mode of life was flattered. That is the 
artist's mentality, not the impartial, broad-searching nature that makes 
a philosopher.17 
16 
Examined in detail, Delius's text makes use of only one actual excerpt 
from the Bible - Ecclesiastes 9: 7-10, quoted in Part II. In three of the 
remaining four sections one finds "Biblical allusions" rather than direct 
quotations: 
Part I - Ecclesiastes 6:7 and 12: 1-8, Psalms 13:3, 102:11, and 109:23, 
Proverbs 6-10 and 24:13 
Part III - paraphrase of Song of Solomon - an expansion of 1:14 and 8:6 
Part V - the final stanza is loosely Genesis 8:22 
Songs of Farewell - Walt Whitman 
The text for Delius's final work is from selected verses chosen by 
his wife from Whitman's Leaves of Grass. Even though the text for Songs of 
Farewell is taken from four different sections within Whitman's work, there 
is a strong sense of unity. The first three parts capture Delius's love of 
nature, its splendor and vastness, while the latter two (which are taken in 
proper sequence from Whitman's own Songs of Parting) magnificently display the 
courage of a dying man. 
Part Songs and Appalachia - Miscellaneous Authors 
Of the three short choruses with texts, Arthur Symons (1865-1945) provided 
the words for two, and Alfred, Lord Tennyson (1809-1892) provided the third. 
Symons wrote On Craig Dhu (one of seven poems under the heading of Intermezzo: 
Pastoral) , and Wanderer's Song (from a collection known as Images of Good 
and Evil). The Splendor Falls on Castle Walls was taken from Tennyson's 
The Princess. All three poems provided imagery consistent with that found 
i.i the larger works, and in no way did Delius's creative powers wane when 
working with these short miniatures. The brief text found in the conclusion 
of Appalachia comes from a negro song Delius heard in Florida. 
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III. SEA DRIFT 
COMPOSED: 3 903 at Grez 
FIRST PERFORMANCE: Essen, Germany, 1906, George Witt, Conductor 
TEXT: excerpts of Walt Whitman's Sea Drift 
FORCES REQUIRED: Baritone solo, SSAATTBB Chorus and Orchestra 
Arthur Hutchings comments: 
Most critics think Sea Drift to be the most perfect among Delius's 
major works several reasons could be given for the perfection of 
Sea Drift, apart from the plain one that Delius rarely wrote at so consistent 
a level of inspiration First we notice that Delius never bent a text 
to his musical purposes in so masterly a way; his decision sometimes to 
let the baritone solo, sometimes the chorus, advance the story, at other 
places to make the chorus echo the soloist or just give emotional or 
atmospheric background, is made with uncanny judgment of the right times 
or places for one type of approach; none of the devices is overworked. 
The pathos of human bereavement, symbolized in the seagull's bereavement, 
could well have been expressed by this particular composer by means of 
orchestra or choir, separately or together, but one cannot now think of 
so poignant a medium as the baritone voice crying above, within and around 
the chorus and orchestra.1 
Philip Heseltine calls it a lyrical utterance, a dramatic work in whose 
music "we seem to hear the very quintessence of all the sorrow and unrest 
that man can feel because of love."2 He continues: 
It is the veritable drama of love and death, an image of the mystery 
of separation. The soul, distracted by doubt, rises in impassioned protest 
against the unheeding stars; but confronted at every turn by darkness and 
silence, it sinks down into a sort of numbness of endurance, and, when 
all that it has loved and hoped for seems to have fallen away, it rises 
again to re-create the past, to clothe it in a vesture of imperished 
reality. The unity and formal perfection of this work embody the realization 
that all was foreordained, the future implicit in the past. Fate is 
accepted from the beginning: only for a moment does rebellion stir; and 
in the tragic annihilation of all that life has seemed to offer is found 
in the end a deeper truth and a more lasting beauty.3 
Beecham's account of a London performance serves as a summation of the 
favorable comment concerning Sea Drift'. 
Sea Drift I repeated in London towards the end of the following February 
[1910], and not without interest is a judgment upon the work by one 
habitually sparing in her praise - Ethel Smyth: 
'I am a slow listener and whosoever the people may be who 
grasp very deep and new thoughts, and jump to a new outlook in 
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one munite, I am not one of them. But I felt of course all through 
the performance pages of such divine exquisite beauty - that I have 
absolute confidence in the other pages that connect them even 
tho' their content may be less irresistible on superficial acquaintance. 
The whole thing remains in one's mind as a great vision - I am longing 
to hear it again.'4 
Sea Drift and An Arabesque are the only large choral works of Delius which 
are not distinctly sectionalized.* This fact is easily traced to Delius's 
use in each case of only a single poem for the text. This compositional 
technique has significant implications, because both works have not only a 
unity of textual and emotional theme, but also a strong musical cohesion 
conveyed by recurring motivic material and identical musical ideas for the 
beginning and ending. 
With Sea Drift, Delius's musical setting responds ideally to the narrative 
character of Whitman's original poetry. However, his musical treatment of 
the text is quite unusual. It is common to assume that a poem involving 
distinct characters - the young boy and the bird - might suggest different 
musical treatment for each. In Sea Drift, Delius employs baritone solo and 
chorus, and yet the text, with its different personages, is portrayed by 
both. Often the chorus states third person narrative or commentary while 
the soloist conveys first person thoughts of the boy or the "feathered guests". 
However these roles are frequently reversed, or the forces combined. It seems 
that his intent was not to identify the characters with musical counterparts, 
but rather to provide varying deqrees of musical or emotional intensity. 
The musical subdivisions present m the work obviously reflect the text, 
and Delius took great care to organize Whitman's original poetry to the best 
advantage for his musical setting. He paid little attention to the original 
phrase/paragraph subdivisions, but rather combined paragraphs whose texts 
referred to one character, and in several instances he stated the texts of 
* Songs of Sunset lacks numerical subdivisions; however, obvious musical 
sections exist, reflecting the different poems used in the text. 
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separate paragraphs simultaneously.* These liberties, although they might 
seem totally disruptive to the poetry, nevertheless seem to intensify Delius's 
portrayal of the emotions of the text. This technique is by no means unique 
to Sea Drift, but is rather a characteristic of Delius's treatment of words. 
He once commented to Fenby: 
The shape of it was taken out of my hands, so to speak, as I worked, 
and was bred easily and effortlessly of the nature and sequence of my 
particular musical ideas, and the nature and sequence of the particular 
poetical ideas of Whitman that appealed to me.5 
Delius's adaptation of Whitman's text can be divided into three basic 
parts, and it is in these that one can look for some distinct musical 
divisions. They are as follows: 
I. Narration - "Once Paumanok..." to "the solitary guest from Alabama." 
II. The Boy's Observations and Thoughts - "Yes, when the stars glistened..." 
to "Following you my brother." 
III. The Bird's Actions and Thoughts - "Soothe! soothe!..." to the end. 
These three divisions do not necessarily imply obvious musical sections. 
However, the emoittonal continuity of tho work does lend itse1f to this 
description, and Delius has followed it to some extent in his musical setting. 
I. Narration 
The narrative divides into two sections: 
A "Once Paumanok..." to "...While we two keep together." 
This introduces the characters and portrays the setting. 
B "Till of a sudden..." to "...the solitary guest from Alabama." 
This tells of the disappearance of the she-bird and the events 
that follow. 
Musically, Delius has employed a similar framework in his setting 
of the text: 
A Opening - 152 . 
B 153-208 
* The published Boosey and Hawkes edition presents the entire text as a 
preface, but with no stanzaic divisions whatsoever. 
SEA DRIFT **• 
Out of the Cradle Endlessly Rocking 
Out of the cradle endlessly rocking, 
Out of the mock-bird's throat, the musical shuttle, 
Out of the Ninth-month midnight, 
Over the sterile sands, and the fields beyond, where the child leaving his 
bed wander'd alone, bareheaded, barefoot, 
Down from the shower'd halo, 
Up from the mystic play of shadows twining and twisting as if they 
were alive, 
Out from the patches of briers and blackberries, 
From the memories of the bird that chanted to me, 
^ From your memories, sad brother, from the fitful risings and fallings I 
, heard, 
7 From under that yellow half-moon late-risen and swollen as if with tears, 
T From those beginning notes of yearning and love there in the mist, 
E From the thousand responses of my heart never to cease, 
"D From the myriad thence-arous'd words, 
From the word stronger and more delicious than any, 
From such as now they start the scene revisiting, 
As a flock, twittering, rising, or overhead passing, 
Borne hither, ere all eludes me, hurriedly, 
A man, yet by these tears a litte boy again, 
Throwing myself on the sand, confronting the waves, 
I, chanter of pains and joys, uniter of here and hereafter, 
Taking all hints to use them, but switfly leaping beyond them, 
A reminiscence sing. 
Once Paumanok, 
When the lilac-scent was in the air and Fifth-month grass was growing, 
Up this seashore ,n some briers, 
Two feather'd guests from Alabama, two together, 
And their nest, and four light-green eggs spotted with brown, 
And every day the he-bird to and fro near at hand, 
And every day the she-bird crouch'd on her nest, silent, with bright 
eyes, 
And every day I, a curious boy, never too close, never disturbing them 
Cautiously peering, absorbing, translating. 
Shine! shine! shine! 
Pour down your warmth, great sun! 
While we bask, we two together. 
Two together! 
Winds blow south, or winds blow north, 
Day come white, or night come black, 
Home, or rivers and mountains from home, 
Singing all time, minding no time, 











Till of a sudden, 
May-be kill'd, unknown to her mate, 
One forenoon the she-bird crouch'd not on the nest, 
Nor return'd that afternoon, nor the next, 
Nor ever appear'd again. 
And thenceforward all summer in the sound of the sea, 
And at night under the full of the moon in calmer weather, 
Over the hoarse surging of the sea, 
Or flitting from brier to brier by day, 
I saw, I heard at intervals the remaining one, the he-bird, 
The solitary guest from Alabama. 
Blow! blow! blow! 
Blow up sea-winds along Paumanok's shore, 
I wait and I wait till you blow my mate to me. 
Yes, when the stars glisten'd, 
All night long on the prong of a moss-scallop'd stake, 
Down almost amid the slapping waves, 
Sat the lone singer, wonderful, causing tears. 
He call'd oa his mate, 
He pour'd forth the meanings which I of all men know, 
Yes, my brother, I know, 
The rest might not, but I have treasur'd every note, 
For more than once dimly down to the beach gliding, 
Silent, avoiding the moonbeams, blending myself with the shadows, 
Recalling now the obscure shapes, the echoes, the sounds and sights after 
their sorts, 
The white arms out in the breakers tirelessly tossing, 
I, with bare feet, a child, the wind wafting my hair, 
Listen'd long and long. 
Listen'd to keep, to sing, now translating the notes, 
Following you, my brother. 
Soothe! soothe! soothe! 
Close on its waves soothes the wave behind, 
And again another behind embracing and lapping, every one close, 
But my love soothes not me, not me. 
Low hangs the moon, it rose late, 
It is lagging - 0 I think it is heavy with love, with love. 
0 madly the sea pushes upon the land, 
With love, with love. 
0 night.' do I not see my love fluttering out among the breakers? 
What is that little black thing I see there in the white? 
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Loud! loud! loud! 
Loud I call to you, my love! 
High and clear I shoot my voice over the waves, 
Surely you must know who is here, is here, 
You must know who I am, my love. 
Low-hanging moon! 
What is that dusky spot in your brown yellow? 
0 it is the shape, the shape of my mate! 
0 moon, do not keep her from me any longer. 
Land! land! land! 
Whichever way I turn, 0 I think you could give me my mate back again 
if you only would. 
For I am almost sure I see her dimly whichever way I look. 
0 rising stars! 
Perhaps the one I want so much will rise, will rise with some of you. 
0 throat! 0 trembling throat! 
Sound clearer through the atmosphere! 
Pierce the woods, the earth, 
Somewhere listening to catch you must be the one I want. 
Shake out carols! 
Solitary here, the night's carols! 
Carols of lonesome love! death's carols! 
Carols under that lagging, yellow, waning moon! 
0 under that moon where she droops almost down into the sea! 
0 reckless despairing carols. 
But soft! sink low! 
Soft! let me just murmur, 
And do you wait a moment you husky-nois'd sea, 
For somewhere I believe I heard my mate responding to me, 
So faint, I must be still, be still to listen, 
But not altogether still, for then she might not come immediately to me. 
Hither my love! 
Here I am! here! 
With this just-sustam'd note I announce myself to you, 
This gentle call is for you my love, for you. 
Do not be decoy'd elsewhere, 
That is the whistle of the wind, it is not my voice, 
That is the fluttering, the fluttering of the spray, 
Those are the shadows of leaves. 
0 darkness! 0 in vain! 
0 I am very sick and sorrowful. 
0 brown halo in the sky near the moon, drooping upon the sea! 
0 troubled reflection in the sea! 
0 throat! 0 throbbing heart! 
And I singing uselessly, uselessly all the night. 
(isoM<s. OH I anon ) 
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0 past! 0 happy life! 0 songs of joy! 
In the air, in the woods, over fields, 
Loved! loved! loved! loved.' loved.' 
But my mate no more, no more uith me! 
We two together no more. 
The aria sinking, 
All else continuing, the stars shining, 
The winds blowing, the notes of the bird continuous echoing, 
With angry moans the fierce old mother incessantly moaning, 
On the sand of Paumanok's shore grey and rustling, 
The yellow half-moon enlarged, sagging down, drooping, the face of 
the sea almost touching, 
The boy ecstatic, with his bare feet the waves, with his hair the 
atmosphere dallying, 
The love in the heart long pent, now loose, now at last tumultuously 
bursting, 
The aria's meaning, the ears, the soul, swiftly depositing, 
the strange tears down the cheeks coursing, 
Q The colloquy there, the trio, each uttering, 
M The undertone, the savage old mother incessantly crying, 
I To the boy's soul's questions sullenly timing, some drown'd secret 
T hissing, 
T To the outsetting bard. 
E 
V Demon or bird! (said the boy's soul) , 
Is it indeed toward your mate you sing? or is it really to me? 
For I, that was a child, my tongue's use sleeping, now I have heard you, 
Now in a moment I know what I am for, I awake, 
And already a thousand singers, a thousand songs, clearer, louder, and 
more sorrowful than yours, 
A thousand warbling echoes have started to life within me, never to die. 
0 you singer solitary, singing by yourself, projecting me, 
0 solitary me listening, never more shall I cease perpetuating you, 
Never more shall I escape, never more the reverberations, 
Never more the cries of unsatisfied love be absent from me, 
Never again leave me to the peaceful child I was before what there in the 
night, 
By the sea under the yellow and sagging moon, 
The messenger there arous'd, the fire, the sweet hell within, 
The unknown want, the destiny of me. 
0 give me the clew! (it lurks in the night here somewhere), 
0 if I am to have so much, let me have more! 
A word then (for I will conquer it) 
The word final, superior to all, 
Subtle, sent up - what is it? - I listen; 
Are you whispering it, and have been all the time, you sea-waves? 
Is that it from your liquid rims and wet sands? 
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Whereto answering, the sea, 
Delaying not, hurrying not, 
Whisper'd me through the night, and very plainly before day-break, 
Lispti to me the low and delicious word death, 
And again death, death, death, death, 
Hissing melodious, neither like the bird nor like my arous'd child's heart, 
But edging near as privately for me rustling at my feet, 
reeping thence steadily up to my ears and laving me softly all over, 
Death, death, death, death, death. 
Which I do not forget, 
But fuse the song of my dusky demon and brother, 
That he sang to me m the moonlight on Paumanok's grey beach, 
With the thousand responsive songs at random, 
My own songs awaked from that hour, 
And with them the key, the word up from the waves, 
The word of the sweetest song and all songs, 
That strong and delicious word which, creeping to my feet, 
(Or like some old crone rocking the cradle, swathed in sweet garments, 
bending aside), 
The sea whisper'd me. 
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These are large subdivisions and reflect only general musical relationships. 
Section A 
This section begins ambiguously ix c# minor/E major and ends in E major. 
It contains six prominent musical motifs, all of which recur later in the 
work. The repetition of motifs (D , (2) , (3) , and @ within Section A itself 
gives a strong sense of continuity to the entire section, despite the fact 
that it can be subdivided as follows: 
a_ Orchestral Introduction - opening to 45 - motifs (l) , (la) , (2) 
b Choral Introduction (chorus and solo) - 46-91 - motifs (J) , @ , @ , 
(D ,® 
c Solo - 92-107 - motifs (l) , (2) 
d Choral and solo - 108-152 - motifs Q) , (fa) , Q) , @ 
a_ Delius presents three significant motifs in the first four bars 
of music: (l) , (la) (a variant in diminution of (l)), and(|) . The rhythmic 
monotony of (2)and the flowing quality of (la) strongly suggest the motions 
of the sea. An important characteristic of the musical ideas employed 
in the entire work appears here as well: the consistent use of a four-bar 
phrase (occasionally two-bar or two-plus-two). Motif (l) is such a phrase, 
and (1̂ ) and (2) are employed in two-plus-two patterns. This forty-five bars 
of opening orchestral material also suggests an fa)fa7] structure. 
0 1 violin I .J •A 
j S E P ^ 
la) 1 f lu te 
tM E & J. ^m fei ^ 
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[a]- Opening to 25 - These twenty-five bars break down basically 
into four-bar units. The first twenty bars easily divide into five 
four-bar phrases, each containing two statements of (la) and© , and 
one of Q . A four-bar harmonic rhythm in each phrase is equally 
clear here because of the progressions suggested by (2) . Bars 21-25 
include an identical harmonic rhythm and a repetition of the two-bar 
idea in the English horn. 
[Dean also be analyzed by eight-bar units. It is obvious that 
repetition of the opening occurs at bar 9 , and the harmonic motion 
of the first sixteen bars does support an eight-bar pattern. However, 
because of the way these motifs are employed later in the work, four-
bar phrases seem a more accurate analysis. Regardless of phrase 
length, the material of ® i s repetitious and sequential, with interesting 
changes in harmonic direction providing a sense of motion. This 
sequential pattern of phrases helps to enhance the suggested image 
of the monotonous motion of the sea. 
The opening tonality seems purposefully ambiguous due to an 
inverted C# minor triad. The second bar suggests E major with an 
added sixth more than it does C#7 in third inversion. 
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fa*1 - 26-45 - This begins in the related tonality of £# minor, 
again with the chord in inversion. ja3 is quite similar to [a] , with 
identical use of thematic material and phrase length. The harmonic 
direction has obviously been changed and the final two phrases (each 
four bars in length) have been altered. Delius ends the introduction 
on an A7 chord in preparation for the entrance of the chorus at 46 . 
b At 46 , the chorus enters quietly over orchestral material which 
suggests the opening. This brief reflection completes a logic suggested 
in the orchestral introduction by creating a tripartite effect, supported 
mostly by contrasting tonalities and repetitive motifs: The opening 
suggested c# mmor/E major, supported by (l), (l̂) , and (2) ; at 26 an £# minor 
contrast occurred; and now at 46 the c# mmor/E major tonality returns 
conveyed by treble orchestral material recalling(p in phrase length and 
harmonic tension; by the basses with © at its original E-B interval; and 
also at 55-58 by a treble woodwind phrase having different rhythm but the 
same register and melodic contour of(la). A stronger feeling for E major 
is present now because of the sustained E-B fifth in the cellos in 46-47 
and because of the very solid E major conclusion of the choral phrase in 
56 . 
At 59 new material is presented with an abrupt shift to C major (6/4) 
as the chorus begins an imitative declamation of the third phrase of text. 
The accompanying orchestral material introduces (J) in 59 and maintains a 
variant of @ in the bass. (3) , a two-bar idea which includes the 
characteristic "fourth" found in@ and (la) , is treated sequentially 
through 66 . 
At 71 , phrase five of the text is also introduced by a staggered 
entry of the chorus. A highly rhapsodic counter melody, (?), is heard in 
flute I and violin solo. This is a two-bar melody and suggests, at least 
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in contour, motif (5). The solo entry in 74 emerges from the choral 
texture rfith phrase six, accompanied still by extensive sequencing and 
elaboration of @ . The intensity of the solo line drops with the words 
"...crouched on her nest, silent...." Between 85 and 91 Delius employs 
imitation between soloist and chorus. Here, with the phrase "...with 
bright eyes...," the choral repetition adds a great sense of warmth to 
the idea. The choral diminuendo on "eyes" is joined with the final phrase 
of the rhapsodic violin solo, which states a slight variant of (3) in 90 . 
£ From 92-107 the soloist tells for the first time of the boy 
"cautiously peering, absorbing, translating." The accompaniment is very 
simple with only sustained chords in the strings and the monotony of the 
bass repetition of (2) . Although not exact, the same four-bar harmonic 
tension present in(T) occurs throughout this section. Also Delius ends the 
passage with the repetition of another two-bar idea. 
d A thrilling contrast occurs at 108 (piu cmimato) with the forte 
entrance of the chorus. Again there is a reference to the opening with 
the C#6 tonality and the diminution o f @ stated m the flutes, oboes, and 
clarinets. The soprano vocal line introduces (2a) , with its rising fifth 
a derivative of (§) . This section has great intensity and is rich in 
orchestral color. 
After the diminuendo on "Two together" which is accompanied bj 
variants of (5) and @ , Delius develops the next phrase of text with a 
shimmering violin solo obligato over a tenor/soprano unison ( 123 ). .This 
is an obvious and highly effective instance of orchestral word painting. 
A reference to(5)is heard in the flutes at 130 as the choral phrase ends. 
A short solo statement provides a textural contrast before the forte 
entrance to follow at 136 . 
At that point, a throbbing choral finale to the opening half of the 
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narrative begins imitatively with two-bar phrases to the words "singing 
all the time." The orchestra employs syncopated counter rhythms and 
rustling melodic figures to create a setting of great intensity. The 
voices reach a stirring climax in 147 and then gradually diminuendo with 
four bars of melodic descent. A second rustling figure in the woodwinds 
occurs for the last time in clarinet II, with a gradual ritard over the 
final E chord in the strings. 
Section B 
The second half of the Narration is fairly short and involves only the 
soloist. It divides into two sections, reflecting the two paragraphs from 
Whitman's original text: 
a 153-170 
b 171-208 
a_ The first section is quite suggestive of recitative. The vocal 
line is plain and the orchestral accompaniment mostly chordal, with only a 
very slight use of counterpoint. Delius's use of the two sharp introductory 
chords provides an abrupt musical and emotional contrast to the previous 
material and immediately establishes the mood of mstability associated with 
recitative. 
The solo line, although containing no exact repetition, does trace 
similar contours- 153-157 consist of the rise and fall of a fifth from 
F to C; 157-160 are quite similar, with C again being the highest pitch 
attained. The vocal line concludes with two more arch phrases, the second 
of which reaches a pianissimo climax of great emotion and beauty. This 
arch line of the vocal solo is echoed twice in the orchestra by(D , first 
at 168 in the English horn and violin I, and then with an augmented 
variant m the clarinet two bars later. Delius also employs more subtle 
forms of imitation in the orchestral material. The descending line of 
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the woodwinds in 157 answers the vocal line of 156 , and a second descending 
woodwind line in 158 , which is echoed in augmentation in 159-160 , serves 
as orchestral counterpoint. From 162-166 the woodwinds provide a second 
counterpoint with an orchestral phrase of their own which culminates in 
164 , one bar before the vocal line. The harmony throughout is quite 
chromatic, especially from 161-165 where all supporting voices move by 
half-step. 
b The final part of the Narration begins at 171 {Molto Tranquillo). 
Once again the monotonous motion of the sea is recalled with the use of 
musical material from the opening of the work. The tonality is identical, 
(2) is present in the bass, and the phrases are four bars in length. 
This section provides a fine example of Delius's subtle use of chxomatic 
harmony with chords which appear to dissolve into one another. The vocal 
line is angular by contrast, lacking the repetition of phrase shape found 
earlier and relying on repeated notes and motion by leap. This solo line 
combined with the rhythmic ostinato and sensuous harmonic palette create 
a beautiful effect. 
At 195 ,(§) returns in augmentation as a counter theme answered by 
Violin I m 199-200 . Also present is a reference to (|) in the cello 
at 199 . 
With the final two phrases of the text, the ostinato becomes less 
distinct, and the emotion of sadness is portrayed by the two statements of 
(5) and the melodic motion in the strings and woodwinds. The music seems 
to reach a poignant repose at 206 with the chorus entrance; however, the 
final harmonic motion in 208 to an unstable A7 chord invites the new 
section which follows. 
Viewed as a whole, the Narration section displays obvious structural 
unity as evidenced by the numerous repetitions of the opening material, chiefly 
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(I) ,(2) , and the C#/E tonality. Delius has also very effectively set the 
mood and described the scene in which the remainder of the work will take 
place. One easily senses the rhythm of the sea and the emotions of happiness, 
hope, longing, and eventual despair. 
II. The Boy's Observations and Thoughts 
The second major division of the work is far less distinct than the 
Narration. Delius sectionalizes the text but also enhances the continuity 
of emotion by utilizing a musical overlap technique. This occurs at the end 
of the Narration and, much more significantly, from 292-302 . In the latter 
instance, a new musical section begins at 292 with a meter change from (£ to 
9/4, an increase in tempo {pocco piu mosso), and a shift in tonality. However, 
the text here is a continuation of the final paragraph of The Boy 's Observations 
and does not conclude until 302 . In 294 the chorus begins with the text of 
Part ill, The Bird's Actions and Thoughts. 
Musically, the material which begins at 292 is definitely the opening of 
a new dynamic section which culminates well into Part III. It is in no way 
related to the Part II material which precedes it. However, if one is to 
utilize the very distinct textual division of the work, the overlap concept 
must be included in an analysis. Consequently, Part II can be subdivided 




C 258-302 (Part JCII text begins simultaneously at 294 ) 
The musical subdivisions correspond exactly to these textual ones, except 
for the overlap at 205 and at 292 . There is no obvious repetition of musical 
ideas in Part II. Each subdivision is distinct; however, there are subtle 
references to motifs presented in Part I. A kind of musical/emotional contour 
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can be discerned in Delius's setting, with A and C being rhythmically 
animated, in contrast to the introspective B section. 
Transition 
Textually, Whitman at this point interjects the thoughts of the Bird, 
thus providing us with the scene and emotional background for the material 
to follow. The first phrase of this stanza occurs as an overlap at the end 
of Part I at 206 . Delius scores this stanza as a sudden burst of hope and 
optimism, with a joyous musical setting based almost entirely on sequential 
treatment of a new motif, (§) . 
<© [20H flute I 
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The section begins at 209 with (D stated canomcally m the chorus and 
orchestra. The motif appears again six times, with some slight melodic variation. 
Harmonically, the basic tonality of F is employed to support the dominant 
melodic statements of the motif. At 210 the abrupt shift from Part I begins 
on an F chord and, after strong harmonic drive, culminates at 221 with a 
climactic orchestral statement of ® over an F 6/4 harmony. 
As is typical of Delius, the choral and orchestral climaxes do not 
necessarily occur at the same time. This is the case here as the choral 
climax occurs at 217 supported by the strings, but in counterpoint with canonic 
statements of @ ) in the oboes and clarinets in 217 , followed by the horns in 219 
(fa) UTT] oboe I 
htl T it f n=m 
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The chorus declines in prominence after this point, and all voices are in a 
middle regisber when the full orchestral climax occurs at 221 . 
After this orchestral high point, a gradual diminuendo follows 224-229 with 
three repetitions of (6a) (all transposed, and identical with the oboe/clarinet 
statement at 217 ). The chorus, however, returns to prominence with three 
statements of the words "Blow, blow" occurring simultaneously with these three 
final repetitions of the variant motif. Delius's sense of vocal register and 
resultant sonority is illustrated here with his choice of voicing in the final 
two vocal statements. The high tenor register at 226 is especially effective. 
Section A 
With the entrance of the soloist at 230 , the Boy's narrative begins. 
The text here is especially descriptive, and Delius incorporates very effective 
orchestral color and two suggestive rhythmic patterns to depict the scene. 
Sea Drift's scoring calls for two harps which strikingly dominate the orchestral 
texture at this point. Their opening rhythm is later taken up by the cello 
and is melodically modified to resemble@ . 
In 236 an extremely effective rhythmic counterpoint begins between 
violin I, violin II, viola, and the treble woodwinds; and the harps, 
cellos and bass clarinet. These rhythms combined with the throbbing whole 
tone motion and minor tonality evoke brilliantly the slapping waves of a 
sinister night sea. 
nun 
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A gradual ritard begins in 241 , and in response to the words "...wonderful, 
causing tears..." a variant echo of (§) is heard haltingly in flute I in 244-245 . 
The vocal line in A has some repetition of contour and is basically divided 
into four-bar phrases with some overlap. The first three lines of text are 
all set with ascending phrases which reflect the urgency of the mood, yet the 
final line changes to a falling contour with its poignant words "...wonderful, 
causing tears...." 
Section B 
Delius creates a beautiful contrast in the Boy's Narrative with this brief 
section. Structurally, it is very simple, consisting of an exact harmonic 
sequence. However, it is Delius's independence of vocal line which creates the 
enthralling effect. 
The section divides into two bars of introduction establishing an 
A*3 tonal center, two four-bar phrases, and two bars of conclusion. The 
four-bar phrases are identical, with one being merely the transposition of the 
other. The first of these begins at 248 and consists merely of the chromatic 
,5 4 
progression from A°4 to A3 . Over this progression reappears the violin solo 
which Delius earlier associated with the voices of the Birds in Part I. It 
plays a simple four-bar phrase (doubled an octave lower by clarinet I), yet 
with great power and emotion with the poignant 4-3 suspension (D# to C# in A 
major) in the third measure. Phrase two begins in 252 and is an exact repeat 
of phrase one except it is transposed up a whole tone. The solo violin 
phrase is now even more effective because of its higher tessitura. 
Delius's great sensitivity to vocal line is displayed brilliantly here. 
The solo line which is basically unrelated to the orchestral texture transcends 
the structural limits of the simple repetitive four-bar phrases. Its first 
line begins in the introduction and ascends, which tends to allow the violin 
to be heard alone on the first 4-3 suspension. The second phrase begins in 
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the last bar of orchestral phrase one, overlapping it, and soars to the 
extremely brilliant and emotional moment reached in 254 when the voice 
finally unites with the violin solo on the second 4-3 suspension. The two 
then descend, ending one measure into the two-bar conclusion which establishes 
a perfect symmetry with the beginning. This beautiful section ends quietly, 
as it began, and musically echos a distant variant of (5) in clarinet I and 
English horn. 
Section C 
In this final section of Part II the original tempo and tonality of the 
work reappear, as well as the <£ meter signature. This section, which is 
longer than either A or B_, musically presents a gradual crescendo of sound 
and energy culminating with the phrase "...the white arms out in the breakers 
tirelessly tossing...." 
The voice sings a duet with the solo violin, suggesting the kinship 
between Bird and Boy. The accompaniment is strictly chordal, with the only 
motion present provided by the contrapuntal energy of the violin and voice. 
The violin line with its half-note triplets is suggestive of @ rhythmically 
and of (la) melodically. The voice maintains an undulating contour. At 
272 the violin solo drops out while a four-bar chromatic sequence begins 
in the accompaniment. The addition of the two harps helps to intensify the 
increasing energy which culminates after several abrupt harmonic changes 
(f - A*3 - a - F - D -fy) at the double bar at 284 . The voice too reaches its 
most demanding moment at this point with the phrase "...the white arms out 
in the breakers tirelessly tossing...," after which a slight rallentando, 
molto diminuendo leads to the textual overlap at 292 and the beginning of 
musical Part III. 
C has no repetition of notes except for the chromatic progression from 
272-275 which repeats almost exactly thereafter. The vocal line is of course 
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different. Again it is interesting to see that the highest pitches in the 
orchestra do not correspond to the highest point in the vocal line when an 
obvious climax is taking place, as evidenced by the high D in the orchestra 
at 282 , three bars ahead of the E^-F in the vocal line. Of course an 
ascending line does not always imply an impending climax, as Delius chooses to 
end the section in the orchestra with a molto diminuendo on a rising line 
288-291 . 
Because it is entirely through composed with no obvious repetition, 
Part II lacks the structural unity of Part I. However, this is easily 
accountable to the text which is strictly narrative in character; and as 
pointed out earlier, the emotional contrast provided by B tends to balance 
the section. 
III. The Bird's Actions and Thoughts 
Except for the first eleven bars which contain the textual overlap from 
Part II, Part III personifies entirely the actions and emotions of the Bird. 
Its distince musical subdivisions are all correlated with changes in the mood 





D 436 - the end 
In Part III Delius's setting is much more oriented around musical and 
emotional continuity than around the original poetical subdivisions. In 
numerous places he simultaneously combines the text from different stanzas 
in an attempt to intensify the emotional impact of the moment. This is musically 
accomplished in every case by opposing the soloist and chorus, with the roll 
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of the latter being more prominent in Part III than in either of the previous 
sections. 
As in Part II, there is no internal repetition of material between the 
subdivisions. However, the unity of the entire work is realized with the 
return of the opening of Part I in the final division of this last section. 
Section A 
On the whole, this section contains an intense accumulation of energy, 
probably the most frenzied part of the entire work. It divides into two 
parts: 
a 292-313 (7> , ® , (fa) 
b 314-338 @1 ,(|) 
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a begins with the meter change from (jl to 9/4 at 292 . The energy 
contained at the end of £ of Part II, although dissipating to some extent 
in the rallentando before 292 , does logically continue across the double 
bar. The vocal line, especially, prepares the way and could probably 
be considered to have begun the new mood when the line begins to ascend 
again at 289 . 
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As stated earlier, the chorus enters with textual overlap in 294 in 
somewhat the same manner as in the transition in Part II. At 300 the 
second phrase of the new text begins with the sopranos "...close on its 
wave...," while the soloist states simultaneously the final phrase of 
Part II. At 303 the altos begin a textual canon with the sopranos, and 
in 305 both parts unite in an octave statement of "...lapping, everyone 
close...." In 306 the soloist returns with phrase four of the new text 
"But my love soothes not me, not me" against which at 307 the altos 
begin stanza two, "Low hangs the moon...," followed in textual canon by 
the tenor and bass together and then in 310 by the sopranos. The second 
and final line of the stanza, "It is lagging..." is also exposed canonically, 
bringing a to a close in 313 . 
At 292 one notices immediately the high sustained A in the violin I 
which evoKf.s an eerie mood, and the subtle swaying of© in the bass and 
cello. This new motif is obviously related to (2) because of the fifth; 
however, its melodic shape is quite distinct, as will be clarified by 
the significance of (7a) later in the section. 
As with most of Delius's music which involves a gradual culmination 
of energy, the harmonic motion of this section is either highly chromatic 
or moves by sudden shifts in tonality, often involving a common tone 
relationship, a develops in both ways. The initial d minor tonality is 
transformed at 294 to F# minor when the second statement of © appears 
in the bass. The common high A still remains in violin I. In 296 F# becomes 
the common tone, as © sounds broadly m the horns over a B^ tonality. 
Delius now begins a four measure chromatic motion with a woodwind line 
moving from F# to B in contrary motion to the bass descent from F# to G 
296-299 . One measure later the obvious goal of C major is reached when 
the bass descends from G# to G*3 and 7 reappears broadly in the trumpets. 
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At 302 a second step-wise motion begins, now partially diatonic, 
culminating at 304 and leading into the throbbing entrance of (§) at 305 in 
the voices, violin I, and oboe I. Accompanying(§) is a broad chromatic 
descending line in all the brass. Beginning at 307 , (8a)is stated 
sequentially four times, leading to the return of® at 312 and the 
culmination of the section. Again sequential harmonic progressions are 
present as evidenced by the bass motion in 310 and 311 . Likewise, the 
descending chromatic line in the brass from 306 returns in 312-313 . 
Delius's treatment of the voices in a is more complex than in any 
earlier part of the work, due primarily to the contrapuntal method of 
text declamation. Beginning in 294 the chorus enters with purely an 
accompanying function, although adding great interest to the total mood 
and texture. However, at 300 with the soprano entrance, the independence 
of the choral line asserts itself, developing a genuine counterpoint 
textually and musically with the soloist. When the soloist drops out at 
303 and the altos enter, the contrapuntal style continues, although it is 
of a different nature because of the lack of the contrast in quality 
provided previously by the solo voice. The effective solo-choral counter-
point returns with the solo entrance in 306 against the alto line. The 
ensuing choral texture is quite striking with the textual counterpoint. 
In all these canonic places, the canon is only textual, not musical. 
The vocal lines are basically independent of the orchestral material, 
except with the statements of (§)and (fa) where the orchestra reinforces 
the vocal lines to some extent. 
b_ begins with the return of the solo in 313-314 . The orchestral 
material is suddenly quite different as the second gradual crescendo begins. 
Textually, the entire declamation is left to the soloist, with the chorus 
now being used to intensify the text with sudden short entrances of key 
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words or phrases. 
Delius incorporates two now motifs in this section around which the 
harmonic progressions develop. (7a)appears nine times and(ID , which is 
also related to the opening sea motif(2) , is used ten times. The harmony 
is far less chromatic than in a_, but instead Delius employs rapidly 
shifting tonal areas. Tracing the pitches and harmonies specifically 































































It is quite obvious that a repetitive tonal pattern exists between 
314 and 327 with the two occurrences of the E—B b—D harmonic sequence 
which involves first (Ja) alone and then in combination with (5) . From 
327-333 Delius intensifies the climactic drive by shifting to a chromatic 
pattern involving the bass descent from C# to Bb and the chromatically 
related tonal areas of A, Ab, and E, Eb. The final culminating surge 
occurs at 334 when the orchestra unites in one final chromatic line leading 
to the climax in 335 . The chorus and solo, however, reach their high 
point the measure before, preceeded by the one-bar unison line "...you must 
know who is here...." 
After the melodic flourish in 335 which is rhythmically related to 
8, there is a rapid diminuendo from fortissimo to pianissimo in only 
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three measures. The ornamental orchestral lines in 336 and 337 are highly 
chromatic, preparing the way for the return of the c* tonality to come at 
339 and the beginning of B. 
The entire effect of voices and orchestra throughout b is enthralling. 
Delius portrays not only a "fresco" of a surging sea, but superimposes 
upon its energy the weight of emotion contained in this impassioned section 
of the text. The chorus with its sudden interjections is extremely 
effective in heightening the intensity, and although reiterating the 
soloist's text, the choral lines are closer in rhythm and interval to 
the orchestral motif (§) , thus expanding the accompanying sonority. 
This section provides an interesting look at how Delius shapes a solo 
vocal line. He has completely ordered the harmonic progression by employing 
an obvious harmonic sequence, and thus the vocal line becomes a melodic 
counterpoint to the recurring orchestral motifs. It is most likely that 
the emotional and pictorial connotations of the text strongly influenced 
his melodic construction. There is no repetition of vocal line even 
in the similar tonal areas, and the rhythmic declamation lacks any 
consistency. 
Transition 
This brief section provides a short orchestral interlude between the 
driving climax just passed in b and the a cappella vocal texture of B which 
is to follow . Delius often incorporates in such sections an "expressivo" 
statement of some previously significant motif, and this is the case here 
as a plaintif recollection of (§) is heard twice, first in 339 and then again 
as a flute solo in 342 . Also significant here is the return of the c# 
tonality not heard since Part II and the subtle presence of a variant of (?) 
in the bass which maintains the musical reference to the sea. 
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Section B 
Although of an entirely different mood, B bears a striking musical 
resemblance to A which, however, a listener most likely would not detect. 
It is a beautiful section, one of the most emotional and appealing in the 
work, and Delius's sudden shift to a cappella choral texture illustrates his 
innate sensitivity to contrasts. Not only is the choral texture enthralling, 
but also the sensitive counterpoint achieved by the entrance of the soloist 
in 351 allows Delius to state quite effectively two different texts simul-
taneously. 
Musically, Delius has employed a quite subtle structural technique which 
to some extent links B_ to A. If one compares the transitional area between 
a and b in A with the transition between A and B and the material of B itself, 
some intriguing similarities appear. In the first case, Delius builds his 
musical ideas around® in 312-313 and around(7a)in 314 . Both are dominant 
motifs in a stirring emotional setting. In the latter instance, the Transition 
(which leads directly into B because of the tonality) involves two quiet 
statements of(8)and is followed immediately by B and the choral entrance which 
just so happens to contain a melodically identical statement of (7^ in the 
soprano line. In the remainder of B, @ ) appears three more times, dominating 
the melodic interest of the choral material. The similarity between(7a) here 
and (2̂ ) from Part I is also notable. Thus the structural similarities between 
A and B become clear. 
Looking in detail at B_, there are basically four choral phrases - two 
of eight bars, one of four bars, and one of seven; and three solo phrases - one 
of eight bars which coincides exactly with the second eight bar choral phrase; 
one of five bars and one of seven, both of which overlap the remaining choral 
phrases. The choral phrases orient around(7a) which, although melodically 
identical for the first three statements, is never harmonized in the same 
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manner. The fourth instance of (7a) is transposed down a major second and 
incorporates a fourth harmonization. The last choral phrase, which begins 
at 313 , does not contain (7a) , but moves instead chromatically in preparation 
for the final E cadence in 369 . 
The solo phrases contain no musical repetition and seem once again linked 
to emotional and textual reference for their declamation. Delius has used 
great skill in creating the interplay between the soloist and chorus. He 
has carefully allowed each participant to have importance when the other is 
sustaining a note, thus obtaining a sensitive dialogue. The choral writing 
in this section exhibits a lush, warm texture, employing often as many as 
eight parts. There is no internal counterpoint in the inner voices, but 
simply a constant chordal motion :n all parts. 
Section C 





Textually, he begins with the final line of the stanza which makes up the 
solo text of B and follows this with four complete stanzas. However, there 
exists only a slight correlation with the musical subdivisions since the most 
complica' »d textual overlap in the work takes place in this section. 
a. This is a short section which establishes a new mood after the 
quiet close of the a cappella choral section. The orchestra returns 
at 370 with the strings in a chordal texture which includes a subtle 
off-beat rhythmic pattern in the violins and violas. The unison chorus 
enhances this with a wordless vocal line which basically doubles the 
violins in pitch and rhythm. 
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The soloist enters forte with what is a possible variant of (l2) , a 
melodic pattern which is related to(la)and which will reappear sometime in 
D. Another variant of this motif is stated almost simultaneously by the 
chorus and violins in 370-371 . 
As accompaniment to the second of the four textual phrases found in 
a, Delius introduces at 376 a simple two measure chromatic figure in 
clarinet I. This is echoed in 378-379 in the chorus sopranos and in flutes 
I and II as counterpoint to the beginning of textual phrase three m the 
solo. Also appearing in 378-384 in the cello and bass is a repeating 
descending line in which the rhythm and melodic contour suggest the wordless 
choral phrase of 370 and (l|) . Delius combined textual phrases three and 
four at this point, creating a slight musical climax in 383-384 which 
relaxes into a modulation to E>b at 385 and the beginning of b. 
@ [385] flute I, II * & ±> 
3= EE 
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| A ^ - t t e £ ^ l 
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b This is a rather complex section involving several significant 
motifs. The main motif,(lB) (which will later dominate £ and d), is 
introduced by the flutes in 385-386 ; (ll) is stated by flute I and English 
horn in 392 ; Q-1 )̂ appears in a minor version in 395 in the solo horn and 
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finally in the major key in violin I in 398. Structurally, a kind of 
three-part form is discernible, although the distinctions between these 
sub-sections reflects only the differences in principle accompaniment 
motifs and associated tonal areas: 
[a] 385-391 (10) Db 
[b) 392-404 (10), @ , @ ) A-F 
[a7! 404-406 @) Db 
[a] With the shift to Db m 385 , Delius introduces a simple 
chromatic motif, @ ) , which will permeate the orchestral material 
periodically for the next forty bars. The motif is stated sequentially, 
which creates a falling chromatic line because of the descending 
fifth/ascending fourth pattern. 
Db/C c
b/Bb - _ A/G# 
~"~* Gb/F ^1 - ->i rb/Eb--^ 
The bass also descends chromatically, requiring any contrary motion 
to this accompaniment to be achieved by the vocal lines. (This 
chromatic descent of both bass and treble is most pronounced in 
c at 407-412 .) 
Initially, (l(5) appears five times from 385-388, starting on 
Db/C;and from the third beat of 388 to the fifth beat of 389 three 
melodic variations occur, the last of which is oriented around D b/C. 
With the final beat of 389 the original melodic material from 386 
returns, and if one considers the D-Db-c variant in 389 as the actual 
starting point, the pattern proceeds almost exactly as before (now 
C b / B b b ) , involving five significant statements of(id) over an altered 
harmonization and ending in 391 . Although the melodic interest shifts 
to (ll) with its entrance in 392 , six more statements of (l§) are hidden 
in the accompanying material, beginning on C/B in 391-392 in violin II 
and ending on F/E in 395-396 in violin I and viola. The third repetition 
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of (l(5) in 392-393 in violin I and oboe I is at its original Db/c pitch 
level, but over a very different harmonization. 
The solo line, which occasionally incorporates (ic5) , is basically 
independent, and at 390 the chorus returns with textual and musical 
counterpoint, thus establishing a kind of dialogue with the solo 
which Delius employs throughout the remainder of b. 
\b\ Although there is an obvious continuity in the solo line 
connecting [a] and ©, the introduction of(l|) in 392 together with a 
change from the chromatic harmony of a tends to establish a new mood. 
Suggestive of the "bird's call",(ll) permeates the accompaniment and 
becomes more melodically distinct as(lla) in 395 . 
This sub-section exhibits a subtle balance which reflects Delius's 
use of the text. At 395 the initial stanza of solo text employed 
in C_ comes to an end, followed by a new stanza beginning in 396 which 
continues to the end ofQ. The first material is accompanied by (II) 
and is punctuated by a short return of(lB)in violin I and II and in 
the bassoon in 394-395 . The final phrase of the soloist contains the 
sixteenth note pattern from(li) which is here altered to a minor variant 
and echoed by(lT^) in horn I at 395 . The interval of a fourth which 
introduces(lla)is possibly traced to the beautiful fourth in the choral 
line in 392 . 
From 396-404 the soloist presents the second stanza in its entirety. 
The orchestral accompaniment contains five statemeuts of (Tl̂ ) , 
beginning in 396 with a variant in oboe I which is actually an 
overlap echo of the horn statement from 395 . The next three statements, 
which are melodically identical, follow the effective modulation to 
F and occur in 398-400 in violin I, woodwinds, and low strings. At 
403 the final repetition of this motif is heard, beautifully preparing 
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the cadence to Db and the end of |bj. 
[aU With the return to Db at the end of the final phrase of solo 
text, Delius reintroduces at 404 in the orchestral accompaniment the 
melodic and harmonic material found in the first three bars of |a); 
and thus providing with the gentle return of (ig), a song-like balance 
to b. Yet the tranquility of the orchestral material is betrayed 
by the presence of the chorus whose text announces the bitter reality 
which the tormented "bird" must yet accept. 
c_ This section presents an impassioned climax built on repetitions 
of (id) and comes as a sudden contrast to the poignant diminuendo at the 
end of ja^. With a sudden forte, Delius begins the throbbing sequence 
which builds to a climax in 410-412 . It is musically quite similar to 
the othei extended statement of (id), only longer. There are slight repe-
titions of the motif over a chromatically descending bass line. Textually, 
Delius unites the soloist and chorus for the first time in all C, employing 
a canonic treatment of the phrase. 
A sharp cut-off of the /// chord in 412 reveals a dramatic tympani 
roll whose diminuendo prepares the entrance of the poignant ad libitum 
solo line "o I am very sick and sorrowful." In 414 the accompaniment 
returns with final echos of (To) followed by plaintive repetitions of a 
falling fourth vaguely reminiscent of(l), over the significant tonality 
of E. 
c_' Although Whitman's text suggests only despair and sadness, Delius 
begins the final stanza of C in a quasi major mode (C). In the accompani-
ment, 10 reappears (modified once in 419-420 to a major second) and is 
melodically extended to suggest a pastoral mood. 
But suddenly the bitterness of £ returns in 423-427 as (10) in its original 
form reappears in the strings, with Delius quoting the sequential climax 
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of c_ found in 408-412 , exact both in motif and harmony. Here he achieves 
possibly a more intense climax, as the vocal line, unlike in £, remains 
independent of (To) The soloist reaches his emotional high point on beat 
one of 427 , allowing the woodwinds to intensify the climax with another 
statement of (To) , the final one of the work. However, the dissonance 
of £ has been softened here from the A°|+B (B against C) to simply A°|, 
allowing the soloist to continue onward with the poignant final phrase 
of the stanza, gradually falling in pitch and dynamic and echoed effectively 
by the chorus m 431-432 , ending in e minor. Delius once again recalls 
the mood of the sea as he repeats the falling fourth from 416 over bass 
repetitions of a rising melodic figure reminiscent of (gV. 
The beautiful closing bars of this section create an effective 
transition to p_ and the final portion of the work. A somber falling 
line in the cello, bass, and bassoon ends with the descent of an E triad 
the completion of which occurs with the pitch E m 436 , forming the 
root of the E tonality of the closing. 
Section D 
Delius chose to end Sea Drift with a mood embued with a mixture of 
remembrance, despair and resignation as portrayed in the final stanza of 
Whitman's text: 
0 past! 0 happy life! 0 songs of joy! 
In the air, in the woods, over fields, 
Loved! loved! loved! loved1 loved! 
But my mate no more, no more with me! 
We two together no more! 
Musically, he personifies these emotions by recalling extensively material 
used earlier, as is immediately noticeable in his choice of tonality. The 
section is composed entirely about the key of E, the prominent tonality of 
the work, and provides an obvious emotional contrast, as suggested by the text, 
to the two preceedmg e minor sections. The ultimate sense of resignation and 
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constancy is achieved by the wedding of the words "no more" to the musical 
description of the sea taken from the opening of the work. 
Also significant is the introduction of(O) and(12^) and the reappearance 
of five prominent motifs stated earlier in the work. This section begins with 
the soloist singing "0 past! 0 happy life!" which employs (O) as a vocal line. 
As it permeates the orchestral texture in the ensuing bars,(^2^ seems suggestive 
of (l£), the only sea motif from the Introduction which does not reappera in D. 
Delius's gift for creating lyrical solo lines is wonderfully apparent in 
his setting of the first three textual phrases, as the voice soars over the 
accompaniment with the thrilling climax at 445 and sighs longingly with a 
soft octave in 448 . The initial orchestral accompaniment to this material 
is constructed from repetitions of(l2), (12̂ ), a variant of (§), and (TD^ Delius 
delineates the three basic orchestral phrases with(T2^, an extended version 
of (l̂ ). The first begins in violin I in 436 , and the second starts in 442 
in the flutes and clarinets and is coupled with(Tl^ which swells forth as i 
inner voice in the viola and horns I and III. A third statement of(^2^, which 
serves to introduce the fourth textual phrase, comes as an echo to the first 
two and appears in 449 in oboe I, again simultaneously with(11a) in violin II. 
Another less distinct statement of(12^) occurs at the end of the first voice 
and orchestral phrase in 439 in oboe I. 
Appearing as a brief interlude between orchestral phrases one and two are 
two statements of a variant of (£) in clarinet I and flutes I and II. Also 
present through 448 are five repetitions of(O), the most significant of which 
occurs in 447-448 in counterpoint to the descending vocal line. 
At 449 the opening mood of joy in remembrance wanes as the solist, over 
(13) and (12̂ >, begins the first of two statements of the fourth textual phrase, 
"But my mate no more, no more with me." As this first one ends in 453, (lla) 
and(12) appear again, preceedmg the entrance of the textual repetition in 454 . 
In this cello/bass statement,(ll^) is expanded melodically to combine with (T|) 
in 454-455 , and the flute line in 456-458 evolves similarly. Even the vocal 
phrase incorporates a variant of (T|) as it concludes in 457 . The final 
textual phrase of the work, which is similar musically to the repetition of 
phrase four, concludes the soloist's line with an augmented version of(15) 
in 460-461 . As accompaniment, m 459-461 Delius reproduces exactly the 
beautiful cadential line which closed C-b-{B] in 403-404 . 
At this point the sea motifs of the Part I Introduction return with(2) 
in the bass in 461 followed by(l) in 468 . Delius begins the beautiful 
closing as the chorus reiterates the words "no more" against the plaintive 
shifting harmonies in the orchestra. From 461-466 the harmonic structure 
consists almost entirely of consecutive dominant seventh chords related by 
the interval of a major second: E7 - F^, A7 - B7, C# - E°9. 
Over the final choral phrase at 467 the original form of(T)re-appears in 
the strings, matching almost exactly melodically and harmonically the first 
four measures of the piece. Thus the symmetry becomes complete, re-establishing 
the ceaseless monotony of the sea. The work ends quietly with two repetitions 
of (T), resolving in the final bar to E major. 
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Footnotes 
1. Hutchings, p. 103-104 
2. Heseltine, p. 104 
3. Ibid, p. 104-105 
4. Beecham, p. 154-155 
5. Beecham, p. 123 
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IV. A MASS OF LIFE 
COMPOSED: 1904-1905 at Grez with the exception of the final section 
of Part II (II-VI) which dates from 1898 (Mitternachtslied 
for baritone solo, male chorus and orchestra) 
FIRST PERFORMANCE: Mitternachtslied - Delius Concert, London, 1899; 
A Mass of Life - Part II only - Munich Tonkunstlerfest, 1908; 
First complete performance - London, 1909, Thomas Beecham 
conductor. 
TEXT: From Also sprach Zarathustra by Friedrich Nietzsche: 
Part I 
I - Von alten und neuen Tafeln, part 30 (excerpts) 
II - Vom hdheren Menschen, parts 18, 19, 20 (excerpts) 
ill - Das andere Tanzlied, parts 1, 2, 3 (excerpts); 
Das Eselfest, part 3 (excerpts) 
IV - Das trunkene Lied, part 4 (all) 
V - Das Nachtlied (excerpts) 
Part II 
I - Das Zeichen3 Vom Gesindel (excerpts) 
II - Das trunkene Lied, part 6 (all) 
III - Das Tanzlied (excerpts) 
IV - Mittags (excerpts) 
V - Das trunkene Lied, part 8 (excerpts) 
VI - Das trunkene Lied, part 3 (all); parts 11, 12 (excerpts) 
Of all Delius's works the Mass is his most grandiose conception. It 
not "only shows his highest visionary and artistic powers, but also reveals 
the limits of his musical and mental range."1 The textual material suggests 
a description of the moods of life from vital maturity to the deepening certainty 
that life must end. As can be seen by the listing of the text, the work is 
divided into two parts. However, it does not present clearly a sense of 
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continuity concerning the journey of life as Hutchings would have us believe: 
This second section, one of nine which follow the opening chorus, 
shows one phase of human mood, one age of man... Thus, in section three, 
we meet man as a lover... In the next two sections we see man after his 
first youth in the struggles and joys of artistic growth... In the second 
half the music must deal with the inevitable autumn and the knowledge 
that all must pass... 2 
On the contrary, Delius has arranged his text in a very perplexing manner. 
In no way does he organize it in agreement with Nietzsche's original. He 
sees fit to include entire sections from Zarathustra, portions thereof, sections 
in which he completely rearranges the order of the original text, and, the 
most perplexing of all, the selecting of bits of text from various sections 
which he combines as one. 
We are presented in Nietzsche's original and in A Mass of Life with the 
thoughts of a roving mountain philosopher - Zarathustra. He speaks of the 
glorious "Mittag" - a reference to the spring of life, the time of one's 
greatest potential creativity, and ponders over the inevitable "Mitternacht" -
the termination of one's earthly days. The culmination of his teachings are 
found in his proclamation to the "hoheren Menschen": 
Come forth, come forth! The hour is ripe: let us wander forth into the 
night. Ye higher born mortals, the midnight hour is nigh. 0 man, mark 
well what tolls the solemn midnight bell! The world is deep and deeper 
far than day can tell... Deep is her woe, but joy is deeper than grief 
of the heart. Joy craves eternity, unending everlasting day. 
Zarathustra's musings, as presented by Delius, however, do not follow 
any obvious logic. He does not organize his music around the suggested parallel 
between life's cycle and the passing of a day from dawn to midnight. In the 
course of the work Zarathustra appears to see the sun rise and set a number 
of times: 
I-III ends with Zarathustra speaking with "life", "And they gazed 
upon the verdant meadow, over which the cool shades of eventide swept..." 
I-IV Zarathustra is shaken from his ecstacy. In no way does this 
section suggest the "struggles and joys of artistic growth", racher it 
speaks of Zarathustra's fears of the shortness of life and the inevitability 
of death: "Woe is me! How is time fled? ...And all is o'er! Spider, 
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what weavest thou round me? Cravest thou blood?" 
Part II begins not with the "inevitable autumn", but rather with a 
stunning orchestral description of dawn followed by a great hymn to the 
glorious "Mittag": Arise! Arise, thy glorious midday..." 
II-III we find Zarathustra wandering through a meadow at eventide. 
II-IV is taken from Zarathustra's speech "Mittag" and the chorus 
begins the section with the words: "Glowing midday sleeps on the meadow..." 
II-V and II-VI bring the work to a close with the description of 
"Mitternacht" and the charging of the "higher men" by Zarathustra to 
follow him into the night: "Come forth, come forth! The hour is ripe: 
let us wander into the night..." 
The only textual symmetry occurs between I-III and II-VI, where Nietzsche 
himself has repeated his thoughts. He introduces m section 3 of Das andere 
Tanzlied from Part III of Also sprach Zarathustra a poem which is repeated 
and whose meaning is interpreted in the speeches of Zarathustra from Part IV, 
Das trunkene Lied. 
0 man, take care! 
what does the deep midnight declare7 
"I was asleep— 
From a deep dream I woke and swear: 
The world is deep, 
Deeper than day had been aware. 
Deep is its woe; 
Joy— deeper yet than agony 
Woe implores: Go! 
But all joy wants eternity— 
Wants deep, wants deep eternity." 
It is almost entirely from the imagery presented in this poem that Delius 
bases his underlying motivic structure for the Mass. The "fifth" motif, which 
represents the "midnight bell", and the "ewigkeit" or eternity theme, occur 
subtly first in I-III and then triumphantly in II-VI. 
The only other textual/musical similarities exist to some extent with 
the two "dance songs" - i-ill from Das andere Tanzlied and II-III from Das 
Tanzlied. (In Nietzsche's original the order is reversed.) 
I think it is now obvious that a slight enigma exists with respect to Delius's 
text and Nietzsche's philosophy. Yet, I believe Heseltine's comment concerning 
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Delius's attraction to the poetry does not completely solve the confusion. One 
must respect the time Delius invested in arranging the Mass text. Likewise, 
there are numerous instances where unrelated phrases are injected into a new 
context to intensify a thought and a resulting musical idea. Even the very 
title speaks in stronger terms. As is quite obvious, this is no "liturgical" 
mass! "Mass" for Delius means "celebration". His two hours of music is a 
great hymn to earthly joy and contentment - a dionysian chorus to heroic 
humanism. 
For me a comparison between Brahms's Requiem and A Mass of Life helps to 
clarify the quandry of text and philosophy. It is the basic underlying theme 
on which emotional energy builds and through which music transports. With 
Brahms the text was taken from assorted biblical passages. Its biblical 
continuity is only general yet its emotional message of comfort and hope is 
complete. With Delius the musical effect of the Mass builds about Nietzsche's 
"credo" that woe is deep but joy is eternal. In either case it is the quality 
and power of the music which brings beauty to our hearts and inspiration to 
our souls, not the religious or philosophical import of an underlying text. 
Eine Messe des Lebens has two parts which are in turn subdivided into eleven 
separate movements, five in Part I, and six in Part II. As will be demonstrated 
in the course of the analysis, there is considerable similarity between the 
numerically identical sections of Part I and II. Likewise, the work as a whole 
is unified by the existence of several important melodic motifs which recur 
prominently throughout. The impetus for these relationships can be found in 
the repetitive ideas professed by the text. 
The first significant motif occurs in I-IIE (Part I, movement III) 5a )391 
(five bars after f3"9) in the horn II. This I shall call the "fifth" motif 
which textually is Delius's "leitmotif" for "Mitternacht" with its tolling bell. 
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5a [39] horn I I " f i f th" motif 
391 Choir I men "Ewigkeit" theme 
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This motif appears numerous times in other sections, and in the final movement 
provides a climactic ostinato which permeates the entire texture. 
The next motif, the "Ewigkeit" theme, which is also in I-III (at |39l), is 
one of the few real melodies in the work. It is sung by the men of chorus I 
and ends with the word "Ewigkeit", 2b \4^ (two bars before \41\ ) . This theme 
returns at the end of the work in II-VI. The associated text, enunciating one 
of the dominant philosophical ideas of the piece, is also restated, thus 
providing complete symmetry. 
The third important motif, which I shall call the "climactic" motif, first 
appears in I-V, 6a |47)m clarinet I. This motif, aside from being very 
significant in I-V, recurs in II-V, 7a |113land later permeates the soaring 
climax of the movement. As with the previous motif, the textual reference 
in both movements is quite similar. 
The last significant motif is also melodic and is taken from an earlier 
work, the song Mitternachtslied Zarathustra written for baritone solo and male 
chorus in 1898. Here termed the "Mitternacht" theme, it first is introduced in 
II-III, 6a j7_2_] in the cello, bass and bassoon and consists of a rising diatonic 
line. This theme opens II-VI and is later used in diminution at )122| . 
I-I 
Turning now to the opening, we have the first of three great choral 
declamations: 
...one huge dithyramb apostrophising the Will, as guide, captain, and 
desire. 
The texture combines the complete orchestral compliment and the two SATB 
choirs. Delius's use of double chorus here and throughout the work never 
really involves an antiphonal style. Essentially, the part writing is closer 
to an harmonic eight part SSAATTBB with occasional doubling and contrapuntal 
independence. 
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I-I is divided into two main sections implying a musical A A' structure. 
This repetit ive form is the result of a re-emphasis of both textual and musical 
ideas. Musically, A has a duration of 84 bars lasting from the opening through 
[6]. It can be divided into four sub-sections: 
a - opening - Q[] animatao 
b - [D - OD piu tranquillo 
£ - SI - © maestoso con grandezza 
d - 0-© 
A' begins after a two bar bridge and lasts fifty five bars, going from 3a \&\ 
to the end of the movement. It is subdivided into two sections which partially 
resemble those of A. 
a' - 3a 1-Hl 
£'-[§}- the end. Maestoso - tempo di Marcia sostenuto. 
Textually there are seven verses stated in A with some partial repetition 
in A': 
A 
a - VI - 2 
b - V3 
c - V4 - 6 
d - V7 
A' 
a' - VI - 2 
£' - V7 
There are some strong similarities between A and A' and yet there are 
obvious differences. Initially, a and a_' each last thirty two bars, employ 
the same text and are musically identical except for their last six bars. £ 
and £', however, are only similar. In both instances the orchestral material 
is substantially the same although £' is transposed a minor third higher and 
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I - I 
Von alten und neuen Tafeln 
30. 
Oh du mein Wille! Du Wende aller Noth du meine Noth-
wendigkeit! Bewahre mich vor alien klemen Siegen! 
Du Schickung meiner Seele, die ich Schicksal heisse! Du-In-
mir! Ober-mir! Bewahre und spare mich auf zu Emem grossen 
Schicksale! 
Und deme letzte GrOsse, mein Wille, spare dir ftlr dein Letz-
tes auf, - dass du unerbittlich bist in demem Siege! Ach, wer 
unterlag nicht semem Siege! 
Ach, wessen Auge dunkelte nicht in dieser trunkenen Dam-
merung! Ach, wessen Fuss taumelte nicht und verlernte im Siege 
- stehen! -
- Dass ich einst bereit und reif sei im grossen Mittage: be-
reit und reif gleich gluhendem Erze, blitzschwangrer Wolke und 
schwellendem Milch-Euter: -
- bereit zu mir selber und zu memem verborgensten Wil-
len: e m Bogen brUnstig nach semem Pfeile, e m Pfeil brtlnstig 
nach seinem Sterne: -
- ein Stern bereit und reif in seinem Mittage, gltlhend, 
durchbohrt, selig vor vernichtenden Sonnen-Pfeilen: -
- eine Sonne selber und em unerbittlicher Sonnen-Wille, 
zum Vernichten bereit im Siegen! 
Oh Wille, Wende aller Noth, du meine Nothwendigkeit! 
Spare mich auf zu Einem grossen Siege! - -
Also sprach Zarathustra. 
(Text excerpted) 
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I - I 
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£ is slightly longer. However, because of the differing texts, the choral 
phrases bear no resemblance whatever. The vocal climaxes m both £ and £' 
occur with a soprano high C , but they are supported by different harmonies. 
Sections b and d_ are essentially unique with only some minor motivic relation-
ships to the other parts. 
Four motifs stated in a_ are used structurally throughout the movement. 
The mam thematic material of £ and d trace easily to certain rhythmic ideas 
used in(l) , (2) or @ ; (S) is employed both as a melodic and rhythmic idea 
especially at climaxes in a_, b, £, a_' and with variation in £'. 
Section A 
a Proceeding in detail, A-a_ opens with a one bar declamation of F 
major followed by a unison F statement from the soprano and tenor voices 
of each choir of the phrase, "0 Du mein Wille!". The altos and basses 
partially imitate two bars later a fourth lower on C . a_ can be further 
subdivided into two sections reflecting the two verses of text: VI - opening -
(T) and V2 - [l] - [2] . They are musically unrelated but have an obvious 
emotional cohesion. 
It is interesting to note here one of the ways Delius utilizes motivic 
units. (3) appears unobtrusively in both the choral and orchestral texture, 
7a[1] , and although it forms the climax of the orchestral line, the high "B" 
sung by the sopranos of Choir 1 easily overpowers it. Six bars later, however, 
this seemingly unimportant motif surfaces to launch the choral climax of 
part a, which is created by three orchestral repetitions of @ opposing the 
soaring soprano vocal line of Choir I. 
b_ This subsection begins after a two bar bridge in the brass with a 
dynamic change marked Piu tranquillo. The tonality has now shifted toward 
D. Again like (f) , (5) which permeates many of the choral phrases appears 
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unnoticed, 4a 00 , only to provide the high point of the section two bars 
later. The first reappearance of an earlier motif occurs 3b O in the 
Choir I sopranos where a variant of(3) leads directly into £. 
£ Marked Maestosoy con grandezza, this part is conceived about two 
repetitions of(6)-(€a), bridged by a climactic return of (5) , thus creating 
a small aba' structure. 
{a) - Q - 2b g ] 
Jb| - lb HI- 4a @3 
'" - 5a H - lb m 
© is a distinct four bar melodic idea built from sequential inversion, and 
(|a) is basically a two bar unit which repeats four times. These two ideas 
combine to form the orchestral material for both [a) and jaj, with the latter 
shortened slightly - having but three repetitions of |£§). 
[b]is a five bar section composed of four sequential repetitions of 
Q) , which provides a modulatory bridge between the basic D tonality of [a") 
and the Ab one of [ajj. Also present here are references to ©and (3) m the 
trumpet material fromjT)- 4a J4), and an additional repetition of (3) in the 
choral basses, 5a [4] , m counterpoint to the return of (6) 
An examination of the choral parts in this section reveals one of 
Delius's most distinctive compositional techniques in vocal writing: the 
predominant composition of vocal parts against orchestral material, thus 
creating a stratified, often highly contrapuntal, texture. Throughout £ there 
is no repetition of vocal material, reflecting the straight delmiation of 
the three verses of text. In addition, Delius constructs striking 
emotional effects by writing choral and orchestral climaxes which often do 
not coincide. The vocal climax in|a'| illustrates this technique. 
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d The textual climax of I-I is stated in d_ combined with a 
reassertion of the opening pitch f , now harmonized by a BD 6/4 chord. 
A prominent descending chromatic line derived from (l) provides much of the 
interest for the very similar choral/orchestral material. Punctuating this 
motion is a striking use of (2) in the trumpets. As d ends with a fortissimo 
Bb 6/4 chord, a trumpet bridge derived from (2)heralds the return of a and 
the beginning of A.' . 
Section A' 
a' Part a' as stated earlier is exactly identical both musically and 
textually to a with the exception of its last six bars. Delius now employs 
a sequence based on © to form a bridge to £' . This is modulatory preparation 
for the transposed statement of (6) which now appears in F, the opening 
tonality of the movement. 
£' £' begins at H) with (§), however Delius has now altered the text by 
inserting V7 in place of the previous V4 - 6. Musically, its setting in 
£' is entirely unlike its earlier appearance in d except for the prominence 
of the pitch F; likewise, the choral material now present in £' bears no 
resemblance to that of c_, providing a third vocal counterpoint to © - (6^. 
Delius has changed the tempo indication slightly from Maestoso3 con 
grandezza to Maestoso. Tempo di Marcia, and at the Sostenuto, nine bars 
from the end, he has added a final orchestral theme which incorporates the 
melodic contour of (J) with the rhythmic patterns predominant in (I), (3), and®. 
Again the choral climax is on high C, and this time is synchronized with 
the orchestral climax. The movement ends with a strong I 6/4 - V - I 
assertion of F major. 
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I-II 
This movement labelled Recitative is a delightful short baritone solo; it 
introduces the character of Zarathustra and he exalts the higher-born men to 
love, laughter and dance. 
This second section shows one phase of human mood, one age of man, one 
aspect of human activity in relationship to his fellow men, to women, to 
nature, to Zarathustra, his self.2 
Musically, the movement divides into four sections ABCB' representing the 
four verses of the text and includes three prominent motifs (j) , (§) , (9) which 
have structural significance. One hears echoes of Mahler in the transparent 
orchestral idiom. 
A - opening - lb (Tl] 
B - )11| - lb |12 
C - gg - im 
B' - la {Tl - end 
Section A, a mere fifteen bars, can be further subdivided by the two phrases 
of the verse in an a_, a_' structure, each section beginning with a similar vocal 
line and ending with an identical orchestral pattern. 
a - opening - lb |Tol 
a' - 10 - lb 11 
For this harmonic structure, Delius employs a typical recitative device by 
starting with a major chord in inversion. Here he adds a 7th to the F tonality 
of I-I commencing with an F7 chord in the third inversion. Most of the phrases 
in the other sections begin in a like manner. In the fourth bar of a Delius 
employs a rhythmic pattern (J. J J ) which germinates into Q) and later into Q) . 
After a transition to B major, B_ begins at |ll| with a Bg chord. This section 
also divides into two musical phrases corresponding to the text, and (§) provides 
the basis for the very distinctive rhythmic pattern which combined with a clever 
orchestration technique gives such flare to this movement. The section ends 
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I-I.C 
Vom hSheren Menschen 
18. 
Diese Krone des Lachenden, diese Rosenkranz-Krone: ich 
selber setzte mir diese Krone auf, ich selber sprach heilig mem 
Gelachter. Keinen Anderen fand ich heute stark genug dazu. 
Zarathustra der Tanzer, Zarathustra der Leichte, der mit 
den Flugeln winkt, ein Flugbereiter, alien Vflgeln zuwinkend, 
bereit und fertig, ein Selig-Leichtfertiger: -
Zarathustra der Wahrsager, Zarathustra der Wahrlacher, 
kein Ungeduldiger, kein Unbedmgter, Einer, der Sprunge und 
Seitensprunge liebt; ich selber setzte mir diese Krone auf! 
* * * 
19. 
Erhebt eure Herzen, meine Brtider, hoch! htiher! hdher! Und ver-
gesst mir auch die Beine nicht! Erhebt auch eure Beine, lhr guten 
Tanzer, und besser noch: ihr steht auch auf dem Kopf! 
Es giebt auch im Glttck schweres Gethier, es giebt Plump-
fUssier von Anbeginn. Wunderlich muhn sie sich ab, emem 
Elephanten gleich, der sich mttht auf dem Kopf zu stehn. 
Besser aber noch narnsch sem vor Gltlcke als namsch vor 
Ungliicke, besser plump tanzen als lahm gehn. So lernt mir doch 
meine Weisheit ab. auch das schlimmste Ding hat zwei gute 
Kehrseiten, -
- auch das schlimmste Ding hat gute Tanzbeme: so lernt 
mir doch euch selbst, ihr hoheren Menschen, auf eure rechten 
Berne stellen! 
So verlernt mir doch Trtibsal-Blasen und alle Pobel-Traurig-
keit! Oh wie traurig dUnken mich heute des Pobels Hanswurste 
noch! Diess Heute aber ist des Pttbels. 
* * * 
20. 
Dem Wmde thut mir gleich, wenn er aus semen Berghohlen 
sturzt: nach seiner eignen Pfeife will er tanzen, die Meere zit-
tern und hiipfen unter seinen Fusstapfen. 
Der den Eseln Flugel giebt, der Lowinnen melkt, gelobt sei 
dieser gute unbandige Geist, der allem Heute und allem Pobel 
wie em Sturmwmd kommt, -
- der Distel- und Tiftelkopfen feind ist und alien welken 
Blattern und Unkrautern: gelobt sei dieser wilde gute freie 
Sturmgeist, welcher auf Mooren und Trubsalen wie auf Wiesen 
tanzt! 
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Der die Pobel-Schwindhunde hasst und alles missrathene 
dustere Gezticht: gelobt sei dieser Geist aller freien Geister, 
der lachende Sturm, welcher alien Schwarzsichtigen, Schwar-
suchtigen Staub in die Augen blast! 
Ihr hoheren Menschen, euer Schlimmstes ist: ihr lerntet alle 
nicht tanzen, wie man tanzen muss - uber euch hinweg tanzen! 
Was liegt daran, dass ihr missriethet! 
Wie Vieles ist noch moglich! So lernt doch (iber euch hin-
weg lachen! Erhebt eure Herzen, ihr guten Tanzer, hoch! hoher! 
Und vergesst mir auch das gute Lachen nicht! 
Diese Krone des Lachenden, diese Rosenkranz-Krone: euch, 
meinen Brddern, werfe ich diese Krone zu! Das Lachen sprach 
ich heilig; ihr htiheren Menschen, lernt mir - lachen! 
(Text excerpted) 
© 2b [10] horn I I I 
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with sequential use of (j). 
C is introduced at ll2| and also contains two parts, reflecting the textual 
subdivision. Both vocal phrases begin with the upward leap of a third similar 
to a_ and a_' in section A. In the same manner of I-I Delius presents a 
significant motif m a secondary role. Here © is heard in the bassoon and low 
strings 3b [IJ] but does not become dominant until B'. The section ends like B_ 
with sequential use of©. Simultaneously, © is heard in the horns heralding 
the return of B. 
Partition into two musical phrases continues with B_'. This section combines 
(§) and (§) in the orchestral parts with some slight rhythmic variations, it also 
includes a completely unrelated vocal line. The opening key signature of two 
flats returns with a strong emphasis on a B 6/4 accompaniment. However, phrase 
A' employs a sudden shift to D major, and the movement closes on a scale 
flourish. 
An analysis of the vocal line throughout the movement reveals the same 
stratified composing technique. The writing is highly imaginative and 
contrapuntal in character, and the vocal climaxes occur with little relation 
to the orchestral line. 
I-III 
Movement I-III portrays Man the lover in pursuit of Life his beloved. 
It is the first of the two "dance songs" of Zarathustra (Tanzleid) both of 
which incorporate a prominent use of wordless choral singing. The three other 
soloists, (soprano, alto, and tenor), make their first appearance in this 
movement as Zarathustra's companions, discussing life and its meaning. 
The structure of I-III is not a clear-but form, lacking the obvious 
symmetry present in the first two movements. Rather, it is made up of five 
distinct sections, ABCDE, all of which are different, although occasionally 
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linked by the two wordless vocal motives, (£§) and (ll), which reappear throughout 
the movement. 
A - opening - [H] 
B - [19] - 8b HD - transition 
C - (23| - lb |35] 
D - US) - 7b HI - transition 
E - {38) - end 
The text once again provides the underlying structure, with each verse correlated 
















soprano and tenor 
Soprano and alto 
soprano, alto and tenor 
B 
VI0 soprano, alto and tenor 
C_ Vll-15 chorus I, II, soprano, alto and tenor 
D V16-17* Baritone 
E_ remaining text baritone, alto, soprano, and chorus I men 
Delius employs ten different motives in the movement: (10), @ , (l3), @ , (l̂ ), 
(14a), (15), (l|), the "fifth" motif and the "Ewigkeit" theme. (Wj and (T3) are wordless 
vocal motives, (13) and (14̂ ) are the fugue themes of B, and(16), the "fifth" motif 
and the "Ewigkeit" theme occur prominently in E. The others have only secondary 
roles in comparison. According to Beecham(id)was derived from the 1897 song 
In the Seraglio Garden: 
In the Seraglio Garden is not only an excellent song in itself, but in 
contradistinction to Irmelin Rose which looks back to the past, anticipates 
the future by presenting us with the theme which opens the third number 
of A Mass of Life.3 
* From here on the text becomes difficult to organize because of a re-ordering 
of the original text by Delius-Cassirer 
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1Q>Ghoir I a l t o ;tiuir i a,j_ uu , | . 
r 
bar 11 In the Seraglio Garden (piano accompaniment) 
I r a g l i I a 
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Section A 
A, which has five related phrases, begins with a tenor solo. In the 
vocal line and accompaniment are rhythmic and melodic motifs, (lg), (Ij) which 
are used throughout this and succeeding phrases of A. (T|) provides the basic 
accompaniment pattern, and (O)reappears 5a ]15] at the end of the tenor line 
and 2b [H] m the violins. This tenor line can be further organized into three 
short musical segments, a, b, b' , surrounded by statements of(TQ): 
@ , a, b, @) , b' , © 
Phrase two of A is introduced at [TU in the soprano with an abrupt switch 
to C major from the opening B major. This is one long solo phrase which 
finishes against a return of (l3) m the violins. 
Phrase three begins at [l7] with the alto solo and(l0) in choir I soprano 
and alto. It is an F tonality, has two short phrases, and employs (l|) as an 
accompaniment pattern. 
The tenor returns at [18) with phrase four, and a new accompaniment figure 
appears against(12)in the woodwinds. Melodically this is the high point of A. 
The alto returns 4b |19Jwith a descending phrase leading to a cadence at |19\ 
and the beginning of B. 
Section B 
The tonality has returned to F, the time has switched from 12/8 to 4/4, 
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I - I I I 
Das andere Tanzlied 
1 . 
"In dem Auge schaute ich jilngst, oh Leben: Gold sah ich in 
deinem Nacht-Auge blinken, - mein Herz stand still vor dieser 
Wollust: 
- einen goldenen Kahn sah ich blinken aug nachtigen Ge-
wassern, einen sinkenden, trinkenden, wieder winkenden gol-
denen Schaukel-Kahn! 
Nach meinem Fusse, dem tanzwtlthigen, warfst du einen 
Blick, einen lachenden fragenden schmelzenden Schaukel-Blick: 
Zwei Mai nur regtest du deine Klapper mit klemen HSnden 
- da schaukelte schon mein Fuss vor Tanz-Wurth. -
Meine Fersen baumten sich, meme Zehen horchten, dich zu 
verstehen: tragt doch der Tanzer sein Ohr - in semen Zehen! 
Zu dir h m sprang ich: da flohst du zuriick vor meinem 
Sprunge; und gegen mich ztlngelte demes fliehenden fliegenden 
Haars Zunge! 
Von dir weg sprang ich und von demen Schlangen: da standst 
du schon, halbgewandt, das Auge voll Verlangen. 
Mit krummen Blicken - lehrst du mich krumme Bahnen; 
auf krummen Bahnen lernt mem Fuss - Tucken! 
Ich ftlrchte dich Nahe, ich liebe dich Feme; deine Flucht lockt 
mich, dem Suchen stockt mich. - ich leide, aber was litt ich um 
dich nicht gerne! 
Deren Kalte zundet, deren Hass verfUhrt, deren Flucht bin-
det, deren Spott - ruhrt: 
- wer hasste dich nicht, dich grosse Binderin, Umwmderin, 
Versucherin, Sucherin, Finderm! Wer liebte dich nicht, dich un-
schuldige, ungeduldige, wmdseilige, kindsaugige Sundenn! 
Wohm ziehst du mich jetzt, du Ausbund und Unband"' Und 
jetzt fliehst du mich wieder, du stisser Wildfang und Undank! 
Ich tanze dir nach, ich folge dir auch auf geringer Spur. Wo 
bist du? Gieb mir die Hand! Oder einen Finger nur! 
Hier sind HiJhlen und Dickichte: wir werden uns verir-
ren! - Halt! Steh still! Siehst du nicht Eulen und Fledermause 
schwirren? 
Du Eule! Du Fledermaus! Du willst mich affen? Wo sind wir? 
Von den Hunden lerntest du diess Heulen und Klaffen. 
Du fletschest mich lieblich an mit weissen Zahnlein, deine 
btisen Augen sprmgen gegen mich aus lockichtem Mahnlein! 
Das ist e m Tanz tlber Stock und Stem; Ich bin der Jager, 
- willst du imem Hund oder meine Gemse sein? 
Jetzt neben mir! Und geschwmd, du boshafte Sprmgerm! 
Jetzt hmauf! Und hinilber! - Wehe! Da fiel ich selber im 
Springen hin! 
Oh sieh mich liegen, du ubermuth, und um Gnade flehn! 
Gerne mochte ich mit dir - lieblichere Pfade gehn! 
- der Liebe Pfade durch stille bunte BUsche! Oder dort den 
See entlang: da schwimmen und tanzen Goldfische! 
Du bist jetzt mtide? Da druben sind Schafe und Abend-
rOthen: ist es necht schon, zu schlafen, wenn Schafer floten? 
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Du bist so arg mude? Ich trage dich hin, lass nur die Arme 
sinkent Und hast du Durst, - ich hatte wohl Etwas, aber dem 
Mund will es nicht trinkeni -
- Oh diese verfluchte flmke gelenke Schlange und Schlupf-
HexeJ Wo bist du hin' Aber im Gesicht flihle ich von deiner 
Hand zwei Tupfen und rothe Klexel 
Ich bin es wahrlich mllde, immer dem schafichter Schafer zu 
sein! Du Hexe, habc ich dir bisher gesungen, nun sollst du mir 
- schrein! 
Nach dem Takt meiner Peitsche sollst du mir tanzen und 
schrein! Ich vergass doch die Peitsche nichf - Nein!" -
I-III 
10) bar 2 Choir I alto 
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I - I I I 
Das Eselsfest 
2. 
Da aber geschah es, dass Zarathustra, verwindert (lber lau-
ter solche Schelmen-Antworten, zur Thtir seiner Hohle zurtlck 
sprang und, gegen alle seine Gaste gewendet, mit starker 
Stimme schrie: 
"Oh ihr Schalks-Narren allesammt, ihr Possenreisser! Was 
verstellt und versteckt ihr euch vor mir! 
Wie doch einem Jeden von euch das Herz zappelte vor Lust 
und Bosheit, darob, dass ihr endlich einmal wieder wurdet wie 
die Kmdlein, namlich fromm, -
- dass ihr endlich wieder thatet wie Kinder thun, namlich 
betetet, hahde-faltetet und "lieber Gott" sagtet! 
Aber nun lasst mir diese Kmderstube, meine eigne Hohle, 
wo heute alle Kinderei zu Hause ist. Kdhlt hier draussen euren 
heissen Kinder-Obermuth und Herzenslarm ab! 
Freilich: so ihr nicht werdet wie die Kindlem, so kommt ihr 
nicht in das Himmelreich. (Und Zarathustra zeigte mit den 
Handen nach Oben.) 
Aber wir wollen auch gar nicht in's Himmelreich: Manner 
sind wir worden, - so wollen wir das Erdenreich." 
* * * 
3. 
Und noch einmal hob Zarathustra an zu reden. "Oh meine 
neuen Freunde, sprach er, - ihr Wunderlichen, ihr htiheren 
Menschen, wie gut gefallt ihr mir nun, -
- seit ihr wieder frOhlich wurdet! Ihr seid wahrlich Alle 
aufgebltiht: mich dunkt, solchen Blumen, wie ihr seid, thun 
neue Feste noth, 
- ein kleiner tapferer Unsmn, irgend e m Gottesdienst und 
Eselsfest, irgend ein alter frOhlicher Zarathustra-Narr, e m 
Brausewind, der euch die Seelen hell blast. 
Vergesst diese Nacht und diess Eselsfest nicht, ihr hOheren 
Menschen! Das erfandet ihr bei mir, Das nehme ich als gutes 
Wahrzeichen, - Solcherlei erfinden nur Genesende! 
Und feiert ihr es abermals, dieses Eselsfest, thut's euch zu 
Liebe, thut's auch mir zu Liebe! Und zu meinem Gedacht-
niss!" 
Also sprach Zarathustra. 
(Text excerpted) 
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and there is a new accompaniment figure. In this section @ ) is introduced and 
becomes a sequential counterpoint to the textual statements of the various 
solos. The total effect is one of gradual culmination. Initially only two 
lines participate, one solo and one choral, but soon the texture increases 
until the section climaxes with five parts - soprano, alto, tenor solo and 
Choir I soprano and alto. Again Delius overlaps the high points of the three 
basic lines, orchestra, soli and chorus, raising a delightful sense of urgency 
throughout the section. The various solo phrases are again linked to the 
different verses of the text. 
This second section ends with a cadence 8b (23) followed by a brief transition 
over a C pedal point. 
Section C 
The effervescent "dance-fugue" introduces a new section at (23). This is 
the largest and most complex part of the movement. However, a sudden change 
to transparent counterpoint achieves a textural contrast that is most refreshing. 
It is an especially interesting section coming as it does from a composer who 
supposedly detested "academic devices." Heseltine calls it "an exciting 
double fugue"4; Hutchings retorts: 
...it is absurd to call the piece 'a magnificent double fugue', and to 
pretend that the composer could have written elsewhere in such a form had he 
wished to. The effects are not those of a fugue, and where cumulative, 
the chorus is not fugally cumulative.^ 
There is room for both opinions as the following analysis will demonstrate. 
The entire section can best be described as a "fugal romp" culminating in 
eleven voices all singing "la". It has five small sections - a_, b, a1 , b_', £. 
Parts a_ and a/ are choral expositions of the fugal material; parts b and b' are 
predominantly contrasting melodic interjections by the three soloists, and 
Part £ is the climactic combination of both groups in a free-wheeling waltz with 
occasional bursts of the first four notes of the fugue theme ( (Q) ) . It is a 
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fascinating section which soars with energy and momentum and clearly 
illustrates now an academic principle can be put to imaginative use. 
An in depth look at Delius's treatment of the text helps to clarify the 
exact structure of this section. There are five verses employed in a most 
unusual way. Musically the section begins in C major like a type of double 
fugue, (two different themes sounding together and always occuring in paired 
fashion) with the sopranos of both choirs - soprano II having the mam theme 
(14) , with soprano I proclaiming (l4a), the secondary one derived from an inversion 
of (14) . There is a complete fugal exposition of this material in all eight 
parts through [26], employing entrances in a C, G, C, G harmonic pattern. 
A further detail in the structure is revealed in the contrapuntal character 
of the text itself. Each of the two fugue themes has its own text (VI, V2) and 
Delius maintains this relationship throughout. At [25] V3 and V4 appear contra-
puntally in the soprano and alto of choir I. Two bars later, the soprano and 
alto of choir II enter in imitation creating together with the tenor exposition 
of the "fugue themes" a six-voice musical-textual counterpoint. This technique 
culminates with eight independent voices at[26]. Consequently, there is not 
only a musical exposition but a textual one as well. 
Part b begins at {26] with the soprano, alto and tenor soloists. All three 
parts are musically independent and completely unrelated to the fugue material. 
However, V3 in the soprano and alto (from(25) ) is in canon against V5 in the 
tenor, thus maintaining a certain fugal quality. The chorus provides a 
wordless waltz accompaniment highlighting the a / rhythmic figure. 
A subdivision of b occurs at [28] where the chorus drops out and the soloists 
continue. Now in F# major, the fugue themes reappear in the soprano and alto 
both musically and textually in their original relationship. Against them the 
tenor states V3. 
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At 29 and the return of a', the chorus and soloists begin a hectic 
stretto section where only fragments of the fugue themes are heard (predominantly 
(14) ) . This climaxes at [30) in one last complete statement when the bass and alto 
of choir I expose the two themes again. (The alto omits the last half of (14̂ ) 
and employs only part of the original text.) The choir I sopranos have the 
last word when they begin the main theme at its highest pitch level at 10b [31̂  
only to cut short its ending. 
Throughout the other parts, the fugal style of a_ is in full swing. (O) 
passes joyously from part to part, and the textual counterpoint of before is 
equally vigorous. The section climaxes at [3l]with the return of the solo trio 
and b'. This part which is quite short is melodically unlike b. Certain 
rhythmic characteristics are retained, and the text is treated in the same canonic 
manner. It almost immediately explodes into the eleven-voice romping climax 
and part £, 9b [32). The entire section culminates with all eleven parts 
participating in the final strettoed expositions of(14) and(f4^) . Delius adds 
another motivic figure, (15) , 2b J33] in the soprano solo, which is treated sequential-
ly and has further significance in the part to follow. 
This marvelous section ends as suddenly as it began, with an abrupt diminuendo 
and the return of (II) , the second wordless motif, at [34J , now in B minor. 
Evaluating this portion of the composition as a whole, Delius has crafted an 
intriguing interplay of text and tone. It would appear to lack the rigid form 
of a classical fugue, yet there is very strict treatment of the two fugue themes 
and a definite cumulative quality which is heightened by the strettoed use of 
the main theme. As an added dimension, the unusual contrapuntal declamation 
of the text contributes a further ingrediant of technical complexity. 
Section E 
Musically, this last section, as stated earlier, contains two of the 
important motifs which permeate the entire score. It is also another beautiful 
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example of how Delius has taken a melodic line and used it motivically to 
provide a structure for an entire section. Life's melody, (16) , introduces this 
motif at 138 j, and 9a [38) the opening few notes of (16) are heard in horn I as 
counterpoint to the continuing vocal line. 
At \_39) a beautiful combination of musical ideas emerges. (16) is heard pp 
in the flute and clarinet; the alto solo continues with a new vocal line, and 
the "Ewigkeit" theme enters in the bass of choir I. Quietly the "fifth" 
motif appears five bars later sounding the solemn midnight bell. 
Textually Life turns to Zarathustra and addresses him: 
0 Zarathustra, thou art not faithful enough to me. There is an old deep 
bell tolling. Hark to this bell tolling at midnight and meditate upon 
its tolling. 0 Zarathustra, I know that thou wilt soon be leaving me. 
At (39l the Choir I basses enter softly in the background with the words 
that accompany the tolling of the bell which sounds from the orchestra: 
0 Man, give ear! What saith deep Midnight7 I was asleep and from the 
depths of my dreams I awoke. The world is deep, yea deeper far than day 
believed. Deep is its woe: but joy is deeper yet than grief of heart. 
Woe saith: Be gone! But all joy craves for the infinite, joy yearns after 
eternity. 
This paragraph embodies the textual essence of the entire work and reappears 
at the climax in II-VI. 
The wondrous mood continues with one of the most beautiful vocal lines in 
the work, as the soprano solo describes the sublime communion between Life and 
Zarathustra. 
And they gazed on each other, gazed upon the verdant meadow over which the 
cool shades of eve-tide swept, they sighed and wept together. 
A poignant echo of(16) m oboe I is heard in the accompaniment, as the 
strings end the section pppp in B major, the opening tonality of the movement, 




The tranquility of I-III is abruptly shattered by the agitated opening of 
I-IV, Agitato ma moderate Referring to Heseltine: 
The transition from the breathless exhileration of the love-chase to the 
contemplative mood which is its reaction is beautifully achieved in the 
music which dies away in twilight and tranquility. But this deep peace 
is quickly broken in upon a mood full of misgivings verging on madness: 
'Woe is me: Whither is time fled? Have I not descended into deep wells? 
The world sleeps. Aha, the hound bays and the moon shines! Rather will 
I die than tell you what my heart at midnight ponders Spider that 
spinn'st around me, cravest thou blood' Ah, the dew is falling and the 
hour approaching, that hour which asks and asks again insistently: Who 
hath the heart to face if Who shall be lord of the world?5 
Structurally, this movement which is scored for baritone solo and chorus 
is through composed with no obvious repetition. Emotionally, there is a 
solo-choral climax at (45] of great intensity which provides the high point 
of the movement, thus implying an arch contour similar to E of I-III. There 
is one prominent motif, @ ) , which pervades the orchestral accompaniment. It 
surfaces initially 2b (44} in bassoon I and later appears in an augmented 
version 3a (45] in the brass. Complementing these are two other minor motifs, 
@ , (19) , which are heard briefly, with (lT)having some slight variation and (J5) 
being derived from (lfp . Also present in various forms is the "fifth" motif 
but without any suggestive textual reference. 
I-IV 
11) bar 5 bass oboe mm ddi 
(Q) v a r i a n t 2b J42\ 
EFFN 
(R> 2h[44l bassoon I _ %A f"T- | 1 ["A. 
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s* ^ - 3 
(18) augmented 3a EH horn, trumpet ^^ J _ I 
no—,_:: ~ J' ,r Pi ±LZ-£J. t> XL 
iq) 4a (HI violin I ^ a ^ 4C E 
Delius's use of the chorus is inconsistent. The voices murmer the second 
line of the text while in every other instance they echo, sometimes forcibly, 
an earlier statement of the soloist. The rather macabre mood of the text is 
dramatically reinforced in this manner. 
The text has six verses, but in this instance, the structure of the movement 
is not directly related. The vocal phrases often overlap the textual ones. 
Motivic treatment in the movement provides the most analytical interest. 
(17) appears submerged in flute I and the bass oboe in bar 5. It is echoed 
in bar 6 by oboe I and soars over the chorus with two repetitions of the varied 
form. At 142J both the vocal line and the violins repeat the idea for the final 
time. 
3b [43] the "fifth" motif is heard in horns I, II, the cellos and bassoon III, 
and 2b tH) . (l§) is sounded in bassoon I echoed by the oboe and trumpet. Inten-
sity increases with three statements of @ , and drives toward a climax with 
the simultaneous use of the "fifth" motif a n d @ , 2b J45J . The culmination of 
the movement occurs at |45| with the sopranos' leap to a high A in melodic 
imitation of the solo line, against an augmented statement of (18) in the brass. 
The "fifth" motif is also predominant in the lower register. The movement 
declines in intensity, and in the final bars both the "fifth" motif and (18) 
are heard in augmentation as the chorus responds rhythmically to the closing 
words of the soloist. 
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I-IV 
Das trunkene Lied 
4. 
Wehe mir! Wo ist die Zeit hin? Sank ich nicht in tiefe Brun-
nen? Die Welt schlaft -
Ach! Ach! Der Hund heult, der Mond scheint. Lieber will 
ich sterben, sterben, als euch sagen, was mein Mitternachts-Herz 
eben denkt. 
Nun starb ich schon. Es ist dahin. Spinne, was spinnst du 
um mich? Willst du Blut? Ach! Ach! der Thau fallt, die Stunde 
kommt -
- die Stunde, wo mich frflstelt und friert, die fragt und 
fragt und fragt: "wer hat Herz genug dazu? 
- wer soil der Erde Herr sein? Wer will sagen: so sollt 
ihr laufen, ihr grossen und klemen Strome!" 
- die Stunde naht: oh Mensch, du hoherer Mensch, gieb 
Acht! diese Rede ist fflr feine Ohren, fur demi Ohren - was 
spricht die tiefe Mitternacht? 
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I-V 
The mystery and beauty of night introduces Part I of this final movement. 
Zarathustra speaks: 
'Tis night. Now all the love songs of the world awake. 
My soul, too, is a love song. 
The text excerpted from Zarathustra's Nachtlied provides a pattern for 
the musical structure of the movement. Selected are nine verses, the first 
four, the last four and a portion from the middle. Because of similarity in 
the phrases of the poetry, an ABA' structure is suggested, with B quite 
abbreviated in length. Musically, Delius has adhered basically to the following 
plan: 
A 
a - beginning - 5b J48̂  - VI 
b - 4b gH - HH - V2 
c - (49) - 6a (50\ - V3 
d - 7a (50l - [51) - V4 
B 15 - 10b [52]- V5 
A1 
a' - 9b [52] -(52) - V6 
b' - [52] - (JOO - V7 
£' - H I - end - V8, 9 
Introduced in this movement is the "climactic" motif, first quietly, almost 
unnoticed, typical of Delius's earlier treatments, and then twice more with 
the recurring high points of the solo line. The use of the chorus resembles 
I-IV with short echoes of the solo line and occasional declamations of separate 




Nacht ist es: nun reden lauter alle springenden Brunnen. Und 
auch meine Seele ist ein springender Brunnen. 
Nacht ist es: nun erst erwachen alle Lieder der Liebenden. Und 
auch meine Seele ist das Lied ernes Liebenden. 
E m Ungestilltes, Unstillbares ist in mir; das will laut werden. 
Eme Begierde nach Liebe ist in mir, die redet selber die Sprache 
der Liebe. 
Licht bin ich: ach, dass ich Nacht ware! Aber diess ist meine 
Einsamkeit, dass ich von Licht umgtirtet bin. 
Ach, dass ich dunkel ware und nachtig! Wie wollte ich an den 
Brtlsten des Lichts saugen'. 
Und euch selber wollte ich noch segnen, ihr klemen Funkel-
sterne und Leuchtwurmer droben! - und selig sein ob eurer 
Licht-Geschenke. 
Aber ich lebe in meinem eignen Lichte, ich trinke die Flam-
men in mich zurtick, die aus mir brechen. 
Ich kenne das Gltick des Nehmenden night; und oft traumte 
mir davon, dass Stehlen noch seliger sein milsse, als Nehmen. 
Das ist meme Armuth, dass meine Hand niemals ausruht vom 
Schenken; das ist mem Neid, dass ich wartende Augen sehe und 
die erhellten Nachte der Sehnsucht. 
Oh Unseligkeit aller Schenkenden! Oh Verfinsterung meiner 
Sonne! Oh Begierde nach Begehren! Oh Heisshunger in der Sat-
tigung! 
Sie nehmen von mir: aber rUhre ich noch an lhre Seele? Eine 
Kluft ist zwischen Geben und Nehmen; und die klemste Kluft 
ist am letzten zu ilberbrucken. 
E m Hunger wachst aus meiner Schonheit: wehethun mOchte 
ich Denen, welchen ich leuchte, berauben mochte ich meme Be-
schenkten: - also hungere ich nach Bosheit. 
Die Hand zurtickziehend, wenn sich schon ihr die Hand ent-
gegenstreckt; dem Wasserfalle gleich zogernd, der noch im Sturze 
zdgert: - also hungere ich nach Bosheit. 
Solche Rache smnt meine Ftllle aus; solche Tticke quillt aus 
meiner Einsamkeit. 
Mem Gltick im Schenken erstarb im Schenken, meme Tugend 
wurde lhrer selber mlide an lhrem uberflusse! 
Wer immer schenkt, dessen Gefahr ist, dass er die Scham ver-
liere; wer immer austheilt, dessen Hand und Herz hat Schwielen 
vor lauter Austheilen. 
Mem Auge quillt nicht mehr (iber vor der Scham der Bitten-
den; meine Hand wurde zu hart fUr das Zittern gefUllter Hande. 
Wohin kam die Thrane meinem Auge und der Flaum meinem 
Herzen? Oh Einsamkeit aller Schenkenden! Oh Schweigsamkeit 
aller Leuchtenden! 
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Viel Sonnen kreisen im oden Raume: zu Allem, was dunkel 
ist, reden sie mit ihrem Lichte, - mir schweigen sie. 
Oh diess ist die Feindschaft des Lichts gegen Leuchtendes, er-
barmungslos wandelt es seme Bahnen. 
Unbillig gegen Leuchtendes im tiefsten Herzen: kalt gegen 
Sonnen, - also wandelt jede Sonne. 
Einem Sturme gleich fliegen die Sonnen ihre Bahnen, das ist 
ihr Wandeln. Ihrem unerbittlichen Willen folgen sie, das ist ihre 
Kalte. 
Oh, ihr erst seid es, ihr Dunklen, ihr Nachtigen, die ihr Warme 
schafft aus Leuchtendem! Oh, ihr erst trmkt euch Milch und Lab-
sal aus des Lichtes Eutern! 
Ach, Eis ist um mich, meine Hand verbrennt sich an Eisigem! 
Ach, Durst ist in mir, der schmachtet nach eurem Durste! 
Nacht ist es: ach dass ich Licht sein muss! Und Durst nach 
Nachtigem! Und Einsamkeit! 
Nacht ist is: nun bricht wie ein Born aus mir mem Verlangen, 
- nach Rede verlangt mich. 
Nacht ist es: nun reden lauter alle sprmgenden Brunnen. Und 
auch meine Seele ist e m spnngender Brunnen. 
Nacht ist es: nun erst erwachen alle Lieder der Liebenden. Und 
auch meme Seele ist das Lied eines Liebenden. -




a The movement begins quietly with an F natural pedal point and a 
gently swaying 6/4 a ) o t accompaniment pattern. The choral basses and 
Zarathustra share the first verse, and 10b [48] the "climactic" motif is 
heard for the first time - very subtly in clarinet I and more prominently 
a bar later in the violas. 
b V2 is introduced by a varied form of the "fifth" motif in the cello. 
The ensuing baritone phrase is partially initiated by the altos and basses 
in a soothing counterpoint figure. There is a gradual sense of increased 
intensity in the vocal line. 
£ Poco a poco piu agitato marks the beginning of this section. The 
solo line becomes more animated, and clu.cmatic harmonic drive leads to a 
stunning vocal climax lb (5o) . One bar later, the "climactic" motif enters 
in the orchestra and is employed four times in sequence providing partial 
melodic material for the choral high point 3a [50) . 
d_ There is a decrease in dynamic energy with the marking Meno mosso piu 
tranquillo. The soloist states the fourth verse over chordal patterns in 
the orchestra featuring a descending second. 
Section B 
The two short phrases of B_ are stated passively by the chorus over a B^ pedal. 
The choral texture provides an effective contrast to the basic solo style. 
Again the melodic descending second is noticeable in the accompaniment. 
Section A' 
a' 9b\52l the opening material returns albeit in an abbreviated 
fashion. The harmonic progression is identical but is orchestrated in a 
slightly different manner; moreover the male chorus is heard immediately 
instead of after an introduction as in a. Delius utilizes only part of 
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V6 and musically overlaps the beginning of V7 by repeating a transposition 
of the last four tones of the solo in the following choral statement. The 
nine bars of accompaniment are symmetrical with identical material in the 
horns occuring with both statements of "Nacht ist es!" 
b' Here the remainder of V7 is declaimed by the solo voice at [52J. 
Although there is little musical likeness to b in the harmony or vocal line, 
the introduction of the chorus implies a similarity; but instead of 
musically echoing the vocal line, the voices quietly sway to the contour 
of the accompaniment which again suggests the "fifth" motif. 
£' Textual overlapping of the verses is present in the latter half of 
V8. As in £ a gradual building of chromatic intensity crescendos toward 
a vocal climax and the reassertion of the "climactic" motif. The process 
is altered somewhat as the intensity drops momentarily before the beginning 
of V9. Finally the orchestra repeats the "climactic" motif four times against 
the soaring counterpoint of the vocal line. Once more Delius demands a 
high G from the soloist for a striking climax. 
As the energy subsides at |54) the chorus softly shapes the closing 
bars of Part I with a repetition of Zarathustra's final words. A nebulous 
augmentation of the "climactic" motif sings sublimely in the bass oboe 
eight bars from the end. 
The music is wrapped round in the mantle of night, the darkness and 
the silence are broken only by the murmer of waters and the distant 
sighing of the song of love. So ends the first part of the Mass.7 
II-I 
This, the first of six movements, begins with a sensuous orchestral prelude 
followed by a glorious exclamation for chorus and soli. 
..we find Zarathustra in the midst of his meditations among the mountains. 
.... "Arise, now, up, thou glorious noontide! The sea rages. Onward, 
away, old seafarers! . . . Gone is the lingering sadness of my spring. 
Now am I become all summer and a summer noontide - a summer on the heights 




Des Morgens aber nach dieser Nacht sprang Zarathustra von 
seinem Lager auf, gilrtete sich die Lenden und kam heraus aus 
seiner Hohle, gltihend und stark, wie eine Morgensonne, die aus 
dunklen Bergen kommt. 
"Du grosses Gestirn, sprach er, wie er einstmal gesprochen 
hatte, du tiefes Glticks-Auge, was ware all dein Gltick, wenn du 
nicht Die hattest, welchen du leuchtest! 
Und wenn sie in ihren Kammern blieben, wahrend du schon 
wach bist und kommst und schenkst und austheilst: wie wtlrde 
darob deme stolze Scham ztirnen! 
Wohlan! sie schlafen noch, diese hoheren Menschen, wah-
rend ich wach bin: das smd nicht meine rechten Gefahrten! 
Nicht auf sie warte ich hier in memen Gergen. 
Zu meinem Werke will ich, zu meinem Tage: aber sie ver-
stehen nicht, was die Zeichen memes Morgens sind, mem Schritt 
- ist fur sie kein Weckruf. 
Sie schlafen noch in meiner Hohle, ihr Traum kaut noch 
an memen Mitternachten. Das Ohr, das nach mir horcht, -
das gehorchende Ohr fehlt in ihren Gliedern." 
- Diess hatte Zarathustra zu seinem Herzen gesprochen, 
als die Sonne aufgieng: da blickte er fragend in die Hohe, denn 
er horte tiber sich den scharfen Ruf seines Adlers. "Wohlen! rief 
er hinauf, so gefallt und gebtlhrt es mir. Meine Thiere sind wach, 
denn ich ben wach. 
Mem Adler ist wach und ehrt gleich mir die Sonne. Mit 
Adlers-Klauen grieft er nach dem neuen Lichte. Ihr seid meine 
rechten Thiere; ich liebe euch. 
Aber noch fehlen mir meme rechten Menschen!" -
Also sprach Zarathustra; da aber geschah es, dass er sich 
plotzlich wie von unzahligen Vogeln umschwarmt und um-
flattert horte, - das Geschwirr so vieler Fltlgel aber und das 
Gedrang um sein Haupt war so gross, dass er die Augen 
schloss. Und wahrlich, emer Wolke gleich fiel es liber ihn her, 
einer Wolke von Pfeilen gleich, welche sich tiber einen neuen 
Feind ausschlittet. Aber siehe, hier war es eine Wolke der Liebe, 
und tiber emen neuen Freund. 
"Was geschieht mir?" dachte Zarathustra in seinem erstaun-
ten Herzen und liess sich langsam auf dem grossen Steme nie-
der, der neben dem Ausgange seiner Hohle lag. Aber, mdem er 
mit den Handen um sich und tiber sich und unter sich griff, und 
den zartlichen Vogeln wehrte, siehe, da geschah ihm etwas noch 
Seltsameres: er griff namlich dabei unvermerkt in ein dichtes 
warmes Haar-Gezottel hmein; zugleich aber erscholl vor ihm 
e m Gebrtlll, - ein sanftes langes Lowen-Brllllen. 
"Das Zeichen kommt," sprach Zarathustra und 
sem Herz verwandelte sich. Und in Wahrheit, als es helle vor 
ihm wurde, da lag ihm ein gelbes machtiges Gethier zu Ftlssen 
und schmiegte das Haupt an seme Knie und wollte nicht von 
ihm lassen vor Liebe und that einem Hunde gleich, welcher sei-
nen alten Herrn wiederfindet. Die Tauben aber waren mit ihrer 
Liebe nicht minder eifrig als der Lowe; und jedes Mai, wenn 
eine Taube tiber die Nase des Lowen huschte, schtittelte der Lowe 
das Haupt und wunde>*te sich und lachte dazu. 
Zu dem alien sprach Zarathustra nur Ein Wort: "meine 
Kinder sind hage, meme Kinder" - , dann wurde 
er ganz stumm. Sem Herz aber war gelost, und aus semen 
Augen tropften Thranen herab und fielen auf seine Hande. Und 
er achtete keines Dings mehr und sass da, unbeweglich und ohne 
dass er sich noch gegen die Thiere wehrte. Da flogen die Tauben 
ab und zu und setzten sich ihm auf die Schulter und liebkosten 
sein weisses Haar und wurden nicht mtide mit Zartlichkeit und 
Frohlocken. Der starke Lowe aber leckte immer die Thranen, 
welche auf die Hande Zarathustra's herabfielen und brtillte und 
brummte schllchtern dazu. Also trieben es diese Thiere. -
Diess Alles dauerte eine lange Zeit, Oder eine kurze Zeit: 
denn, recht gesprochen, giebt es fur dergleichen Dmge auf Er-
den keine Zeit - . Inzwischen aber waren die hoheren 
Menschen in der Hohle Zarathustra's wach geworden und ord-
neten sich nut emander zu emem Zuge an, dass sie Zarathustra 
entgegen giengen und ihm den Morgengruss boten- denn sie 
hatten gefunden, als sie erwachten, dass er schon nicht mehr 
unter ihnen weilte. Als sie aber zur Thtir der Htihle gelangten, 
und das Gerausch ihrer Schritte ihnen voranlief, da stutzte der 
L6"we gewaltig, kehrte sich mit Emem Male von Zarathustra 
ab und sprang, wild brtillend, auf die Hohle los; die Hoheren 
Menschen aber, als sie ihn brtillen horten, schrien alle auf, wie 
mit Emem Munde, und flohen zurtick und waren im Nu ver-
schwunden. 
Zarathustra selber aber, betSubt und fremd, erhob sich von 
seinem Sitze, sah um sich, stand staunend da, fragte sem Herz, 
besann sich und war allem. "Was horte ich doch? sprach er end-
lich langsam, was geschah mir eben?" 
Und schon kam ihm die Erinnerung, und er begriff mit 
Einem Blicke Alles, was zwischen Gestern und Heute sich be-
geben hatte. "Hier ist ja der Stem, sprach er und strich sich den 
Bart, auf dem sass ich gestern am Morgen; und hier trat her 
Wahrsager zu mir, und hier htirte ich zuerst den Schrei, den ich 
eben horte, den grossen Nothschrei. 
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Oh ihr hoheren Menschen, von eurer Noth war's ja, dass 
gestern am Morgen jener alte Wahrsager mir wahrsagte, -
- zu eurer Noth wollte er mich verftihren und versuchen: 
oh Zarathustra, sprach er zu mir, ich komme, dass ich dich zu 
deiner letzten Stinde verftlhre. 
Zu meiner letzten Stinde? rief Zarathustra und lachte zornig 
tiber sein eigenes Wort: was blieb mir doch aufgespart als 
meine letzte Stinde?" 
- Und noch ein Mai versank Zarathustra in sich und 
setzte sich wieder auf den grossen Stein nieder und sann>nach. 
Plotzlich sprang er empor, -
"Mitleiden! Das Mitleiden mit dem hohe-
ren Menschen! schrie er auf, und sem Antlitz verwan-
delte sich in Erz. Wohlan! Das - hatte seme Zeit! 
Mein Leid und mein Mitleiden - was liegt daran! Trachte 
ich denn nach Glucke'' Ich trachte nach meinem Werkel 
Wohlan! Der Lowe kam, meine Kinder sind nahe, Zara-
thustra ward reif, meme Stunde kam: -
Dies ist mein Morgen, mein Tag hebt an: herauf 





Das Leben ist ein Born der Lust; aber wo das Gesindel mit 
trinkt, da sind alle Brunnen vergiftet. 
Allem Reinlichen bin ich hold; aber ich mag die grinsenden 
Mauler nicht sehn und den Durst der Unreinen. 
Sie warfen ihr Auge hinab in den Brunnen: nun glanzt mir ihr 
widriges Lacheln herauf aus dem Brunnen. 
Das heilige Wasser haben sie vergiftet mit ihrer Ltisternheit; 
und als sie ihre schmutzigen Traume Lust nannten, vergifteten 
sie auch noch die Worte. 
Unwillig wird die Flamme, wenn sie ihre feuchten Herzen 
an's Feuer legen; der Geist selber brodelt und raucht, wo das Ge-
sindel an's Feuer tritt. 
Stlsslich und libermtirbe wird in ihrer Hand die Frucht: wind-
fallig und wipfeldtirr macht ihr Blick den Fruchtbaum. 
Und Mancher, der sich vom Leben abkehrte, kehrte sich nur 
vom Gesindel ab: er wollte nicht Brunnen und Flamme und 
Frucht mit dem Gesindel theilen. 
Und Mancher, der in die Wtiste gieng und mit Raubthieren 
Durst litt, wollte nur nicht mit schmutzigen Kameeltreibern um 
die Cisterne sitzen. 
Und Mancher, der wie em Vernichter daher kam und wie ein 
Hagelschlag alien Fruchtfeldern, wollte nur seinen Fuss dem Ge-
sindel in den Rachen setzen und also seinen Schlund stopfen. 
Und nicht das ist der Bissen, an dem ich am meisten wtlrgte, 
zu wissen, dass das Leben selber Feindschaft nothig hat und Ster-
ben und Marterkreuze: -
Sondern ich fragte einst und erstickte fast an meiner Frage: 
wie? hat das Leben auch das Gesindel notnig' 
Sind vergiftete Brunnen nothig und stmkende Feuer und be-
schmutzte Traume und Maden im Lebensbrode? 
Nicht mem Hass, sondern mein Ekel frass mir hungrig am 
Leben! Ach, des Geistes wurde ich oft mtide, als ich auch das 
Gesindel geistreich fand! 
Und den Herrschenden wandt' ich den Rticken, als ich sah, was 
sie jetzt Herrschen nennen: schachern und markten um Macht -
mit dem Gesindel! 
Unter Volkern wohnte ich fremder Zunge, mit verschlossenen 
Ohren: dass mir lhres Schacherns Zunge fremd bliebe und ihr 
Markten um Macht. 
Und die Nase mir haltend, gieng ich unmuthig durch alles 
Gestern und Heute: wahrlich, libel riecht alles Gestern und Heute 
nach dem schreibenden Gesmdel! 
Einem Krtlppel gleich, der taub und blind und stumm wurde: 
also lebte ich lange, dass ich nicht mit Macht- und Schreib- und 
Lust-Gesindel lebte. 
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Mtihsam stieg mein Geist Treppen, und vorsichtig; Almosen 
der Lust waren sein Labsal; am Stabe schlich dem Blmden das 
Leben. 
Was geschah mir doch' Wie erloste ich mich vom Ekel? Wer 
verjtlngte mein Auge? Wie erflog ich die Hfihe, wo kein Gesindel 
mehr am Brunnen sitzt? 
Schuf mem Ekel selber mir Fltigel und quellenahnende Drafte? 
Wahrlich, in's HOchste musste ich fliegen, dass ich den Born der 
Lust wiederfande! 
Oh, ich fand ihn, meine Brtider! Hier im Hochsten quillt mir 
der Born der Lust! Und es giebt e m Leben, an dem kein Gesindel 
mit trinkt! 
Fast zu heftig stomst du mir, Quell der Lust! Und oft leerst 
du den Becher wieder, dadurch dass du ihn fllllen willst! 
Und noch muss ich lernen, bescheidener dir zu nahen: allzu-
heftig stromt dir noch mein Herz entgegen: -
Mem Herz, auf dem mein Sommer brennt, der kurze, heisse, 
schwermtithige, tlberselige: wie verlangt mein Sommer-Herz nach 
deiner Ktlhle! 
Vorbei die zflgernde Trtibsal meines Frtilmgs! Voruber die 
Bosheit meiner Schneeflocken im Juni! Sommer wurde ich ganz 
und Sommer-Mittag! 
in Sommer im Hochsten mit kalten Quellen und seliger 
Stille: oh kommt, meine Freunde, dass die Stille noch seliger 
werde! 
Denn diess ist unsre Htihe und unsre Heimat: zu hoch 
und steil wohnen wir hier alien Unremen und ihrem Durste. 
Werft nur eure remen Augen in den Born meiner Lust, ihr 
Freunde! Wie sollte er darob trtibe werden! Entgegenlachen soil 
er euch mit seiner Remheit. 
Auf dem Baume Zukunst bauen wir unser Nest; Adler sollen 
uns Emsamen Speise bringen in ihren Schnabeln! 
Wahrlich, kerne Speise, an der Unsaubere mitessen dtirften! 
Feuer wtirden sie zu fressen wahnen und sich die Mauler ver-
brennen! 
Wahrlich, keine Heimstatten halten wir hier bereit ftlr Un-
saubere! Eishohle wtirde ihren Leibern unser Gltick heissen und 
ihren Geistern! 
Und wie starke Winde wollen wir tiber ihnen leben, Nachbarn 
den Adlern, Nachbarn dem Schnee, Nachbarn der Sonne: also 
leben starke Wmde. 
Und einem Winde gleich will ich emst noch zwischen sie blasen 
und mit meinem Geiste ihrem Geiste den Athem nehmen: so will 
es meine Zukunft. 
Wahrlich, em starker Wind ist Zarathustra alien Niederun-
gen; und solchen Rath rath er seinen Feinden und Allem, was 
spuckt und speit: "htitet euch gegen den Wind zu speien!" 
Also sprach Zarathustra 
(Text excerpted) 
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companions, that our stillness may be yet more blessed. For these are 
our heights, our homeland, and we are neighbours of the eagles, neighbours 
of the ssnow, neighbours to the very sun itself!"8 
Analagous to I-II, this movement is in ternary form, - ABA'. It is 
prefaced by an introduction and has further subdivisions within the large 
sections. Also present are ten motifs which serve to organize the movement: 
@ , @> , (5T) , ( |D ,@);@,(2D, (2D,@) , ( |^ . 
I n t r o d u c t i o n 
opening - 9b [58] 
A 
a - 10b dU - |59~1 
b - m -Hoi 
B 
a - m-nn 
b - J63]- 3a & 
A' 
4a (ID - end (exact repetition except for cadence) 
Delius's excerpts from Nietzsche at this point are extremely baffling. Unlike 
any other section of the Mass, the text is impossible to trace to specific 
consecutive verses; instead, selected are isolated phrases from several 
different essays. In setting the text, however, Delius basically maintained 
his relationship of musical phrases to textual verses, although in this 
instance it is difficult to ascertain the exact divisions. 
Vocally this is one of the most demanding sections in the work with an 
extraordinary tessitura throughout. 
I I - I 
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Introduction 
Basically this is a through composed section of great impact and beauty 
built around one idea, (2Q) . It is a perfect example of Delius's genius for 
subtle manipulation of harmony and motifs. Although seemingly nebulous, there 
is an underlying structure, and the harmony, which is based on alterations 
over a pedal point, implies two sections, one based on C tonality (47 bars) and 
the other on F. A C pedal extends from the beginning to 5b 157] ; a five bar 
chromatic descent follows in the viola, and F is established from 157] to three 
bars from the end, where a rather abrupt modulation to A major occurs. The C 
section can be further divided into two parts: 
Opening - (56) - straight C pedal 
(56] - 5b (57*] - two bar repetitive chord progression 
With the modulation to F, the harmonic movement becomes more active with an 
emphasis on half note chromatic motion. The progressions are extremely subtle 
and illustrative of true Delian harmonic sensitivity. 
The horn motif, undoubtedly one of the most difficult in sensitivity in 
the literature, has three minute parts (a b a') and is repeated in some form 
eleven times. The first two statements present an echo technique with a 
variation in a'. Statements three and four ((20̂ ) ) are slightly extended in b , 
pitched a fourth higher and are repeated exactly. In statement five the two 
versions are integrated: a and b are from @ ) and a', the ending echo, has 
the rhythm of (2&) and the pitch of (20̂ ). b and a' are repeated from 9a l56( - 14a (56) , 
with _a' having an octave transposition and its original rhythm. 
After the chromatic movement, (20a) is heard again with further extension of 
b_ over the subtle harmonic shadings in the string accompaniment. The final 
two entrances convey only gentle echoes of aV with the second being transposed 
for the A major modulation. 
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Section A 
a Marked Con elevazione e vigore, the choral writing triumphantly 
proclaims the glorious "Mittag". There are three prominent unifying ideas. 
(21) , the; initial accompaniment pattern, (22) , the choral rhythm, and (f|) , 
the orchestral counterpoint. 
The text is divided musically into three phrases, all rhythmically 
introduced by @ ) : 
opening - bar five 
bar six - |58 
[H - 5b [59] 
2b [58] , (23) is introduced in both choir and orchestra and is employed 
sequentially three times, leading to the end of a_. Next follows a four 
bar bridge accented by a quarter rhythm in the chorus, leading to b. 
b (24) is most prominent here, derived from a combination of (51) and (2^) 
and stated sequentially three times in the lower register of both the 
chorus and the orchestra. The voices come together for the concluding 
section 2b [60\ with the words "Werdet hart". 
Section B 
a A SAT solo trio enters at [60)and builds tremendous intensity, 
climaxing lb|63)with a stunning F major chord. Delius employs the chorus 
in a secondary role for the first half of this section and then omits it 
entirely. Why he should even use it initially is puzzling since there is 
no apparent textual reference, and the p dynamic and lack of rhythmic 
independence make the choral parts almost inaudible in performance. 
Also of great interest in this section is Delius's use of the three 
prominent motifs (25) , (fjj) , and (27) . ^5) is used sequentially eight times 
including twice in augmentation 7-8b (62] in the bassoons, oboes and strings. 
Similar to some of his earlier use of accompanying motives, (£§)is first 
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submerged at J6T) in the alto solo and middle strings in counterpoint to 
(25). Eight bars later it becomes the vocal line of the soprano solo, and 
7bJ62Jappears slightly varied in augmentation in trvmpet I. From here to 
(62Jthis augmented version is repeated canonically four times and at (62\ is 
stated f in simultaneous octaves by the treble woodwinds. 4b (63) , (2̂ ) again 
appears canonically with three entrances divided between trumpet I, the 
treble winds and trumpet II. @ ) , which is played only by the horns, is 
stated three times, first alone, 4a |6l] , and then simultaneously with 
(26) , 3-4b H I . 
b The chorus returns at [63 (to provide a brief reassertion of some of 
the ideas of a. The section ends with a three bar return of the solo trio 
at [64], reiterating the words "Nachbar der Sonne". The choral texture and 
unified rhythm provide a nice contrast to the countrapuntal style of the 
solo trio. (28)is introduced at )63) m the trumpets and trombones and 
becomes the third prominent brass fanfare in the movement. It is repeated 
seven times, providing like(2^) a tremendous surge of energy and momentum 
to the music. Also incorporated are returns of (2§) and(2^) . (f|> appears 
canonically 9b [65)between the horns, bassoons, tuba and trumpet I and 
finally, 4b [64] canonically in the upper strings and trumpets III and IV. 
(27) combines with(28) , 6b [64] , and appears alone 5b |64J, both times in the 
horns. 
It is interesting to see the number of times throughout B that these 
various motifs overlap. This technique together with the harmonic drive 
and incredible tessitura produce tremendous energy and intensity. 
Section A' 
This is an exact repeat of the opening A except for the final cadence which 
is altered harmonically and extended orchestrally with two fragments of (6). 
The concluding tonality is A major. 
II-II 
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After the opening choral declamation, Delius turns introspective with the 
intimate prose of Zarathustra. The philosopher speaks to his lyre, his muse: 
From long alo and far away thy voice sings to me, it wells up out of 
the still pools of love; the pain of all ages hath torn at thine heart. 
Thy voice is ripe as the golden autumn, akin to this lonely heart of mine; 
and thou sayest: The grapes wax golden and fain would die - of joy would 
they die. Ye higher mortals, do ye not scent a secret perfume rising up, 
the scent of Eternity, perfume of perfect joy, golden and mellow as old 
wine, perfume of midnights' old ecstatic death which cries: The world 
is deep, yea, deeper far than day believed. 
Although dissimilar in mood, II-II represents a structural parallel to 
the baritone solo of I-II. This section presents the least obvious ordering of 
musical ideas encountered thus far. There are several significant melodic 
motifs which reappear: (2§) , (SI) and (30) - a rhythmic variant of the "fifth" 
motif. Yet the loose ABA' structure is really determined by a descending 
second figure in the vocal line resulting in a poignant and easily remembered 
harmonic suspension. This appears for the first time in bar four with the 
voice singing a suspended G against an f minor seventh chord in the strings. 
The descending second motion is repeated nine times m the first thirteen 
bars and then reappears 4a [70Jin the opening tonality with the identical G-f 
minor suspension. 
The voice then repeats the melodic figure two times to |7l) followed twice 
more by the harp and horns I and II. 
The remaining material, comprising the bulk of the movement, is subdivided 
by the different textual verses, although with some overlapping. Partially 
related to this is the striking use of several abrupt and unexpected modulations. 
A - opening - 5a \6j\ 
B - 6a |§z) 
A' - 4a (70S - end 
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Section A 
This section includes the first verse of the text, lasting from the 
opening to 5a [67] , the characteristic vocal line mentioned above, and the 
introduction of(29) . There are actually two small subdivisions in A, reflecting 
different lines in the verse: opening - [67] and [67]- 5a ]67) . 
At [67) Delius changes the opening mood and texture with a shift to an 
E tonality and an introduction of a different accompaniment style. Although 
the modulation used seems fairly routine, employing B7 to E, the effect is still 
quite unexpected and very beautiful. 
(f|) which appears in this subdivision 3a [67]really provides the basic 
material for most of the treble accompaniment throughout the movement, and @ ) 
which is introduced later is easily derived from it. There are also numerous 
other subtle melodic patterns present, all of which retain a kinship with@) . 
Section B 
This large section contains three verses of the text which are reflected 
in three rather vague musical subsections: 
a 6a \67) - 4a (68] 
b 5a [68] - 2a [69] 
c 2a (69) - 3a 170) 
These divisions are basically defined by unexpected harmonic movement which 
highlights the beginning of a new vocal line. They end with a gradual relaxation 
of energy and begin anew with a certain sense of vitality in the accompaniment 
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II-II 
Das trunkene Lied 
6. 
Stisse Leier! Sllsse Leier! Ich liebe demen Ton, deinen trun-
kenen Unken-Ton! - wie lang her, wie fern her kommt mir 
dein Ton, weit her, von den Teichen der Liebe! 
Du alte Glocke, du stisse Leier 1 Jeder Schmerz riss dir in's 
Herz, Vaterschmerz, Vaterschmerz, Urvaterschmerz, deme 
Rede wurde reif, -
- reif gleich goldenem Herbste und Nachmittage, gleich 
meinem Einsiedlerherzen - nun redest du: die Welt selber ward 
reif, die Traube braunt, 
- nun will sie sterben, vor Gltick sterben. Ihr hoheren 
Menschen, riecht ihr's nicht? Es quillt heimlich e m Geruch her-
auf, 
- ein Duft und Geruch der Ewigkeit, ein rosenseliger 
brauner Gold-Wein-Geruch von altem Glticke, 
- von trunkenem Mitternachts-SterbeglUcke, welches singt: 
die Welt ist tief und tiefer als der Taggedacht! 
99 
and the voice. 
Delius unifies B with repetitions of (29) and (35). (30) appears in both bass 
and treble ranges and recurs prominantly at the beginning of the subdivisions. 
Of interest here is the fact that the shape of the phrases associated with 
motifs (2̂ ) and (3p always descends, yet (3(5) rises to introduce a new surge of 
intensity. There is obvious similarity between 3b [68] , 5a [68] and )7o) . 
Section A' 
With the 'end of V4, 3a 170.1 , the intensity of B melts away to the peaceful 
mood of the opening. The harmonic suspension returns, and the momentum of (29) 
gradually dissipates. A quiet reiteration of the descending second in the 
harp and horns accompanies the final verse. The movement closes with a subtle 
return to A major, the opening tonality, as zarathustra calmly ponders the 
message of eternity. 
II-III 
In this movement the second dance song is introduced: 
Zarathustra is wandering through the forest at eventide and suddenly he 
comes upon a clearing where young girls are dancing together on the greens-
ward. CThe music is for four-part female choir, without words, and 
orchestra.) As soon as they become aware of the philosopher's presence 
they scatter in alarm. But he reassures them and begs them not to interrupt 
their dancing. 
"No spoil-sport am I, but intercessor twxxt God and the Devil who 
surely is naught but the spirit of heaviness. I am a forest, night of 
darkling branches. Whoso fears not my darkness will find fair banks of 
roses beneath its cypress shade." 
The dance is resumed - now wilder and more vigorous than before. But 
after a while, the maidens weary of their pleasure and troop away into the 
wood. The twilight deepens and Zarathustra is left alone with his thoughts. 
Here as elsewhere throughout the work the voice of evening seems to breathe 
secrets of hidden things in his ear. His mood is one of exalted, almost 
ecstatic meloncholy. 
"The sun has long gone down. The meadows are dewy and the woods 
breathe coolness. The Unknown steals upon me and gazes through my eyes 
reflectively. What, liv'st thou still, Zarathustra? Why? For what 
purpose? By what means? And whither farest thou? is it not folly to 
be still alive''" 
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From the far distance, very faintly, the voices of the dancing maidens 
re-echo through the wood. 
"Ah, my friends, it is the evening that questions me thus. Forgive 
my sadness, forgive that evening has fallen upon me."9 
This movement logically corresponds to I-III, the first dance song. 
However, it has a rather lengthy orchestral introduction and features only 
the baritone soloist and a four part female chorus. It can be divided into four 
sections, ABCD, which are basically dissimilar yet have certain interrelation-
ships: 
Introduction - opening - |75l 
A - CDE-H] 
B - H2- 13 
c - US- US 
D - (Ml- end 
A and C are dazzling settings for wordless female chorus representing the 
dancing maidens. B_ and p_ are solo sections expressing the thoughts of 
Zarathustra as evidenced in other movements. These textual sections can be 
subdivided by verse and resulting musical idea. 
The motivic development in this movement is amazing. Delius employs 
seven prominent melodic ideas , (32)- (3̂ ) , introduces the "fifth" motif again 
and presents the "Mitternacht" theme for the first time. There are also 
numerous derivative motifs based on the basic seven, creating a remarkable 
complexity. 
Introduction 
An excellent concept of the introduction can be had by examining the Delian 
method of building energy. This breaks down into three phases, implying an 
orchestral form. The opening is quiet and subdued, a sense of anticipation 
begins with a string tremolo, the overlapping phrases and increased chromatic 
movement building toward an awareness of climax. A gradual relaxation 
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Eines Abends gieng Zarathustra mit seinen Jtingern durch den 
Wald; und als er nach einem Brunnen suchte, siehe, da kam er 
auf eine grtine Wiese, die von Baumen und Gebtisch still umstan-
den war: auf der tanzten Madchen mit einander. Sobald die 
Madchen Zarathustra erkannten, liessen sie vom Tanze ab; Zara-
thustra aber trat mit freundlicher Gebarde zu ihnen und sprach 
diese Worte: 
"Lasst vom Tanze nicht ab, ihr lieblichen Madchen! Kein Spiel-
verderber kam zu euch mit bosem Blick, kein Madchen-Feind. 
Gottes Ftlrsprecher bin ich vor dem Teufel: der aber ist der 
Geist der Schwere. Wie sollte ich, ihr Leichten, gottlichen Tanzen 
feind sein? Oder Madchen-Ftissen mit schonen Knticheln? 
Wohl bin ich e m Wald und eine Nacht dunkler Baume: doch 
wer sich vor meinem Dunkel nicht scheut, der fmdet auch Rosen-
hange unter memen Cypressen. 
Und auch den klemen Gott findet er wohl, der den Madchen 
der liebste ist* neben dem Brunnen liegt er, still, mit geschlos-
senen Augen. 
Wahrlich, am hellen Tage schlief er mir ein, der Tagedieb! 
Haschte er wohl zu viel nach Schmetterlmgen"3 
Ztlrnt mir nicht, ihr schonen Tanzenden, wenn ich den klemen 
Gott ein Wenig ztlchtige! Schreien wird er wohl und weinen, -
aber zum Lachen ist er noch im Weinen! 
Und mit Thranen im Auge soil er euch um einen Tanz bitten; 
und ich selber will e m Lied zu seinem Tanze smgen: 
Ein Tanz- und Spottlied auf den Geist der Schwere, meinen 
allerhochsten grossmachtigsten Teufel, von dem sie sagen, dass 
er "der Herr der Welt" sei." -
Und diess ist das Lied, welches Zarathustra sang, als Cupido 
und die Madchen zusammen tanzten. 
In dem Auge schaute ich t̂inqst, oh Leben! Und m's Uner-
grtindliche schien ich mir da zu smken. 
Aber du zogst mich mit goldner Angel heraus; spottisch lach-
test du, als ich dich unergrtindlich nannte. 
"So geht die Rede aller Fische, sprachst du; was sie nicht 
ergrtinden, ist unergrtindlich. 
"Aber veranderlich bin ich nur und wild und in Allem e m 
Weib, und kein tugendhaftes: 
"Ob ich schon euch Mannern "die Tiefe" heisse oder "die 
Treu", "die Ewige", die "Geheimnissvolle." 
"Doch ihr Manner beschenkt uns stets mit den eignen Tugen-
den - ach, ihr TugendhaftenI" 
Also lachte sie, die Unglaubliche; aber ich glaube ihr niemals 
und ihrem Lachen, wenn sie bos von sich selber spricht. 
Und als ich unter vier Augen mit meiner wilden Weisheit re-
dete, sagte sie mir zornig: "Du willst, du begehrst, du liebst, 
darum allein lobst du das Leben!" 
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Fast hatte ich da btis geantwortet und der Zornigen die Wahr-
heit gesagt; und man kann nicht btiser antworten, als wenn man 
seiner Weisheit "die Wahrheit sagt." 
So namlich steht es zwischen uns Dreien. Von Grund aus liebe 
ich nur das Leben - und, wahrlich, am meisten dann, wenn ich 
es hasse! 
Dass ich aber der Weisheit gut bin und oft zu gut: das macht, 
sie erinnert mich gar sehr an das Leben! 
Sie hat ihr Auge, ihr Lachen und sogar ihr goldnes Angel-
rtithchen: was kann ich daftlr, dass die Beiden sich so ahnlich 
sehen? 
Und als mich einmal das Leben fragte: Wer ist denn das, die 
Weisheit'' - da sagte ich eifrig: "Ach ja! die Weisheit! 
Man dtirstet um sie und wird nicht satt, man blickt durch 
Schleier, man hascht durch Netze. 
Ist sie schon? Was weiss ich! Aber die altesten Karpfen werden 
noch mit ihr gekodert. 
Veranderlich ist sie und trotzig; oft sah ich sie sich die Lippe 
beissen und den Kamm wider lhres Haares Strich ftlhren. 
Vielleicht ist sie bose und falsch, und in Allem e m Frauen-
zimmer; aber wenn sie von sich selber schlecht spricht, da gerade 
verftihrt sie am meisten." 
Als ich diess zu dem Leben sagte, da lachte es boshaft und 
machte die Augen zu. "Von wem redest du doch? sagte sie, wohl 
von mir? 
Und wenn du Recht hattest, - sagt man das mir so in's 
Gesicht! Aber nun sprich doch auch von deiner Weisheit!" 
Ach, und nun machtest du wieder dem Auge auf, oh geliebtes 
Leben! Und in's Unergrtindliche schien ich mir wieder zu sin-
ken. -
Also sang Zarathustra. Als aber der Tanz zu Ende und die 
Madchen fortgegangen waren, wurde er traurig. 
"Die Sonne ist lange schon hmunter, sagte er endlich; die Wiese 
ist feucht, von den Waldern her kommt Ktihle. 
Ein Unbekanntes ist um mich und blickt nachdenklich. Was! 
Du lebst noch, Zarathustra? 
Warum? Woftlr? Wodurch? Wohm? Wo? Wie? Ist es nicht 
Thorheit, noch zu leben? -
Ach, meine Freunde, der Abend ist es, der so aus mir fragt. 
Vergebt mir meme Traurigkeit! 
Abend ward es: vergebt mir, dass es Abend ward!" 
Also sprach Zarathustra. 
(Text excerpted) 
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restores the opening mood. 
The first phase, marked Lento Molto, goes from the opening to lb (TH . 
The music is built from basic two-bar units employing two different variations 
of (55). The pattern is established in the first two bars with (32)in the cellos. 
This mode continues, increasing in pitch through bar nine. In measures ten 
and eleven, (32$) , a diminutive of (55) , is heard in the viola and bass clarinet 
and then leads into (311$) as introduced by violin I in bar thirteen. Again the 
two-bar pattern is employed and is repeated five times. 
The second phase begins at |72~| with a new tempo indication con moto 
moderato. Against a tremolo in the violas, the English horn enters with 
(32$̂  a third variant of (52) . A repetition of this in horn I is followed by 
the surging "Mitternacht" motif in the cellos and basses., (55) , a wispy chromatic 
run, is heard in the flute, establishing a sense of urgency. The chromatic 
descent in the trombones and a variation of(55) in the clarinet heighten the 
mood. With the marking con Vigore Delius unleashes the full potential of the 
orchestra using a soaring woodwind line over buzzing violins and agitated cellos 
and basses. A sense of climax is achieved with the repetition of these ideas 
5b [74) ; however, the mood soon gives way to a more lyrical feeling as a singing 
line m the woodwinds begins a gradual diminuendo, reflecting the words 
rallentando piu tranquillo. 
A triplet melody in oboe I, 7a (74) , derived from the previous woodwind 
phrase begins the final phase. This dissipates with echoes in the clarinet, 
flute and oboe answered 5b [75] by repetitions of (S2d), a sighing recollection 
of the opening. 
Section A 
A sudden change of tempo and texture at J75J demarcates the first "choral" 
dance section. Delius employs a lilting 6/8 rhythm to enhance the dance 
quality. The choral style is extremely imaginative and caused considerable 
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interest among fellow composers: 
He [Bartok] and Kodaly were both interested in the choruses without words. 
''We have heard nothing like it before. I think you must be the first to 
make such an experiment, and that a lot could be done in this style 
achieving quite original effects."10 
A can be characterized as a whirling rondo subdivided into the following 
form: 
introduction - [75]- [76) 
a - EU-I221 
b - £0)-
a - US - 5b [79] 
c_ - 4b UU - EU 
a_ - [79]- lb [80] 
introduction These twelve bars raise the curtain on the dance scene. 
Faint, playful voices of the maidens are heard, and the lilting rhythm 
is established. A rising figure m the cello repeats three times. An 
abbreviated form of (34) is heard in soprano I, 4a [75[. 
a Marked 12/8 Molto moderate con grazia the romp is off at [76] as 
the whirling theme (34) appears in many subtle variations; however, the 
basic rhythm and melodic shape remain unchanged. In addition there are 
numerous examples of echo phrases passed from voice to voice or from 
chorus to orchestra. This is first apparent, 4-5a [76]in soprano I, II 
and alto I where a variant of (53) and a 16th note figure in the accompaniment 
travel from alto I, soprano II to soprano II, soprano I. Two bars later 
a similar situation exists as a figure in soprano I is passed to violm I 
in the next measure. The gaiety continues as a dotted figure permeates 
the texture. 
b At [77|the meter switches to 9/8 and a new melodic figure is tossed 
between soprano I and II. An echo of (34) is heard followed 2b [78]by a 
very distinctive pattern in the voices displaying repeated notes. 
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â  At (zU a_ returns with 12/8 signature. (34) repeats three times 
leading a crescendo to a climax 4a (78). The vocal texture is thinner 
here than before. @ ) is stated first alone, then harmonized at the sixth 
and fincilly in octaves thus supporting the crescendo. The full texture 
returns with the 9/8 and the climax. 
£ A brief lull begins with the marking piu tranquillo. The rhythm 
in the voices becomes more passive, and an echo of b is heard in oboe I 
followed by a flowing scale passage in flute I and the English horn. 
a A tempo at (79| marks the final statement of (34), albeit slightly 
varied. The vitality dissipates in three bars, and 3a [79] a gradual 
diminuendo begins, the woodwinds repeating a scale motive reminiscent of c_. 
Section B 
A sense of urgency returns at [§o] in a four bar introduction to the 
entrance of Zarathustra. The sound of the orchestral introduction is recalled 
with an extended statement of (33)in clarinet I. The ensuing solo section has 
many subdivisions, reflecting the nine verses of the text; however, they do 
not coincide exactly. 
Musically there is great variety, with eight different tempo indications 
inspired by the varying moods of the text. There is no repetition of vocal 
line even though repeated motifs unify the section. 
VI begins Moderato. The disturbed quality of the introduction is recalled 
by the tremolo in the clarinets, and by the return of the "Mitternacht" theme, 
this time in diminution. Delius employs obvious tone paintings with his deep, 
slow setting of "der Schwere" in reference to the devil as the spirit of 
heaviness. 
Immediate contrast is provided in V2 with the marking leggiero and the 
textual reference to the act of dancing. The vocal line reflects the change 
with a more animated syncopated rhythm and a higher tessitura. 
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V3 begins at{B2jwith Zarathustra speaking of the forest and the night. 
The tempo is Molto tranquillo, and a distinctive sequence scored for five horns 
provides the accompaniment. 
6b [§5] a more agitated style returns marked Moderato. Similar orchestral 
ingredients from the introduction are present - the tremolo in the violins, 
the wistful chromatic line in the flute, (33) , and a variation of the "Mitternacht" 
theme in the bass. 
With the piu leggiero and the return of the 12/8 at [83] the frivolity of A 
is recalled. Textually, throughout the remainder of §_, Nietzsche makes 
reference to the dancing maidens and their friend, the "Klemen Gott" - Cupid. 
(34a), a clever variation of the dance motif of A, (51), a two bar chromatic 
figure, and (36), a rhythmic motif associated with laughter permeate the musical 
texture. Zarathustra chides Cupid for falling asleep in broad daylight. Did 
he chase after butterflies too much? With the reference to sleep, the harp 
and horns sound the "fifth" motif at\84[ . The sopranos of Choir I accompanied 
by(3?)mock the "lazy rogue" 2a [84] . This section lasts from [83] to la [86] , 
and an overview reveals five statements of (34a) and three repetitions of (35) , 
all punctuating Zarathustra's chiding of the lazy cupid. 4a §5] , Qjj) and (5§) are 
combined. 
The last part of A, 2a [86] to[8_7] , expresses the final verse of the sections. 
Again a link with the text exists, as Delius portrays the announcement of 
Zarathustra's Dance Song: 
I myself will sing a song to which he'll [Cupid] caper. A dance and 
mock-song on the Spirit of heaviness, on His Highness the Plenipotent 
one, the Devil of whom they tell me that he is the 'Lord of Creation''. 
Heralded by two sudden pizzicato chords, a ringing triangle and woodwind 
scale flourish, the music turns noble, orchestrated with brass featuring 
another rising chromatic line 5b)87)reminiscent of the "Mitternacht" motif. 
A final crescendo in the brass leads to |87] and the second dance section. 
109 
Section C 
C displays an incredibly complex combination of motivic ideas. Simple 
rhythmic or melodic patterns, "atomic" in character are skillfully combined, 
extended or varied to produce a "molecular" cohesion. The voices and 
instruments Ltrcome one, with material flowing freely between both groups. 
Delius utilizes almost every conceivable combination of rhythmic patterns 
within a 6/8-9/8 context to achieve a stunning orchestral-vocal display, a 
freewheeling dance throbbing with life. 
Despite the effortless flow of this section there are three fairly 
discernible parts: 
a - 8a [87]-[89] 
b - [89]- 4a[9l\ 
c - 5a [fl] - (US 
A six bar transition based on materials from B (pizzicato chords and(5§) ) 
establishes a new tempo and introduces the first section. 
a_ The romp begins with (345) in the sopranos 8a |87) . This is answered 
by a transposed version in the altos. The accompanying instruments feature 
incredible rhythmic activity which for its complexity is amazingly transparent 
in sound. An unexpected change occurs 8b[89]when the voices begin a 3/4 
subdivision against the lilting 9/8, and two bars later the voices and 
instruments speak together with (37) . 
b_ At [89](Q) is heard in the voices echoed a bar later in horns V and 
VI against vocal counterpoint. 3a [89] , (34c£) , a clever derivative of the 
original featuring its prominent descending fourth, sings forth in soprano I 
and violin I. This figure becomes the accompaniment material throughout 
b, being treated sequentially and occurring three times. After the initial 
vocal doubling, the chorus evolves its own material - sometimes reinforcing 
the orchestra and at other times being present in complete counterpoint. 
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2b [90]Delius employs one of his favorite developmental techniques. 
(38), which is introduced here and repeated three times in the next three 
measures, immediately vanishes for the following nine bars only to return 
as the dominant motivic idea of c_. The latter two statements of (5§) 
in b are cleverly combined with(34c). 
£ This section begins 3b)92]with a broadening of tempo marked Largamente. 
(38)appears in the flutes, clarinet I and trumpet I against a pseudo-inversion 
in sopranos I and II and violin I. Delius cleverly includes both elements 
in the vocal line for the first two bars. However, at lb [92],(5§)is 
firmly established as the dominant element; at[92)<m) appears and its 
sequential repetition provides the basic flow of the remainder of £. The 
fff tutta Forza of [92]gradually dissipates, and a final statement of (38̂ ) 
in violin I and clarinet I preceeds the quiet sighing of (37) , now in 
augmentation m the voices. 
C concludes with fading repetitions of(34c) echoing the bliss of the 
dance now over. 
Section D 
A mood of poignant contemplation returns with a quiet reference to the 
movement's introduction 4b [94] . Zarathustra, alone and saddened by the coming 
of evening, ponders his earthly existence: 
The sun has long set in all his glory. 
The meadow is moist, from the woodland cometh coolness. 
The unknown power surroundeth me, and gazes thoughtfully. 
What! Thou liv'st still, Zarathustra? And why, for what? 
By what? Where? How? 
Is it not folly still to be living? 
O my Companions, the Eve' thus filleth my soul with doubts. 
Forgive my sadness 
Eve' descended; forgive me, that Eve' is come. 
Musically, this section has basically no repetition, with each textual 
phrase inspiring its own musical accompaniment. Structurally it is very subtle. 
The opening chord progression 4a [94]to 5a (95], accompanying the first vocal 
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phrase, returns with the last phrase 2a [97.1 . There is also similar orchestration 
at this point. The emotional climax of this section, which occurs when 
Zarathustra asks: "Ist es nicht Torheit noch zu leben?" (Is it not folly 
still to be alive?) is heightened by a soaring brass statement of the "fifth" 
motif, 2b [96] , followed by an echo of (53) in distant voices at |96) . With the 
word "Traurigkeit" (sadness) lb )97| , the horns once again sound the "fifth" 
motif. 
A peaceful orchestral andante of great beauty and simplicity captures 
perfectly the stillness of eventide. Quietly the movement comes to a close -
a final echo of the dance is heard, soon fading into nothingness. 
II-IV 
Zarathustra has now fallen asleep beneath a tree in the meadows in the 
heat of noontide. The world dreams in the sunshine, silence and solitude. 
"Hush, disturb me not," cries Zarathustra, "the earth is now made perfect. 
Oh golden rondure of the world.' Who art thou then my Soul? How little 
suffices for thy perfect bliss!" 
The basic musical construction of the movement is quite complex. There 
are a number of distinct sections unified by typical Delian motifs; however, 
their ordering and inter-relationship is the most unique encountered thus far 
in A Mass of Life. 
A hint of this can be perceived by Delius's baffling arrangement of the 
text. In no other movement has he re-arranged so totally the original poetry. 
It is almost impossible to follow clearly any textual design other than that 
presented by the philosophy stated in the words of Zarathustra. 
An overview of the musical structure reveals the reoccurrence of two 
prominent ideas: a short choral duet employing differing melodic material 
but often similar text; and a distinctive descending chord progression, first 
appearing at [l03[ . By labeling the choral duet A; the chord progression B; 




- Und Zarathustra lief und lief und fand Niemanden 
mehr und war allein und fand immer wieder sich und genoss 
und schltirfte seine Einsamkeit und dachte an gute Dmge, -
stundenlang. Um die Stunde des Mittags aber, als die Sonne 
gerade tiber Zarathustra's Haupte stand, kam er an emem al-
ten krummen und knorrichten Baume vorbei, der von der reichen 
Liebe eines Wemstocks rings umarmt und vor sich selber ver-
borgen war: von dem hiengen gelbe Trauben in Ftille dem Wan-
dernden entgegen. Da geltistete ihn, einen klemen Durst zu lo-
schen und sich Traube abzubrechen; als er aber schon den 
Arm dazu ausstreckte, da geltistete ihn etwas Anderes noch 
mehr: namlich sich neben den Baum niederzulegen, um die 
Stunde des vollkommen Mittags, und zu schlafen. 
Diess that Zarathustra, und sobald er auf dem Boden lag, 
m der Stille und Heimlichkeit des bunten Grases, hatte er auch 
schon seinen klemen Durst vergessen und schlief ein, Dpnn, wie 
das Sprichwort Zarathustra's sagt: Ems ist nothwendiger als das 
Andre. Nur dass seme Augen of fen blieben: - sie wurden nam-
lich nicht satt, den Baum und die Liebe des Wemstocks zu sehn 
und zu preisen. Im Emschlafen aber sprach Zarathustra also zu 
seinem Herzen: 
Still! Still! Ward die Welt nicht eben vollkommen? Was 
geschieht mir doch? 
Wie em zierlicher Wind, ungesehn, auf getafeltem Meere 
tanzt, leicht, federleicht: so - tanzt der Schlaf auf mir. 
Kein Auge drtlckt er mir zu, die Seele lasst er mir wach. 
Leicht ist er, wahrlich.' federleicht. 
Er tiberredet mich, ich weiss nicht wie', er betupft mich mne-
wendig mit schmeichelnder Hand, er zwmgt mich. Ja, er zwingt 
mich, dass meme Seele sich ausstreckt: -
- wie sie mir ]ang und mtide wird, meine wunderliche Seele! 
Kam ihr ernes siebenten Tages Abend gerade am Mittage? 
Wandelte sie zu lange schon selig zwischen guten und reifen 
Dingen? 
Sie streckt sich lang aus, lang, - langer! sie liegt stille, meine 
wunderliche Seele. Zu viel Gutes hat sie schon geschmeckt, diese 
goldene Traurigkeit drtickt sie, sie verzieht den Mund. 
- Wie e m Schiff, das in seme stillste Bucht emlief: - nun 
lehnt es sich an die Erde, der langen Reisen mtide und der un-
gewissen Meere. Ist die Erde nicht treuer? 
Wie solch ein Schiff sich dem Lande anlegt, anschmiegt: -
da gentlgt's, dass eme Spinne vom Lande her zu ihm ihren Fa-
den spinnt. Keiner starkeren Taue bedarf es da. 
Wie solch ein mtides Schiff in der stillsten Bucht: so ruhe 
auch ich nun der Erde nahe, treu, zutrauend, wartend, mit den 
leisesten Faden ihr angebunden. 
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Oh Gltick! Oh Gltick! Willst du wohl singen, oh meine 
Seele? Du liegst im Grase. Aber das ist die heimliche feier-liche 
Stunde, wo kein Hirt seine Flote blast. 
cheue dich! Heisser Mittag schlaft auf den Fluren. Singe 
nicht! Still! Die Welt ist vollkommen. 
Singe nicht, du Gras-Gefltigel, oh meine Seele! Fltistere nicht 
einmal! Sieh doch - still! der alte Mittag schlaft, er bewegt den 
Mund: trmkt er nicht eben einen Tropfen Gltlcks -
- einen alten braunen Tropfen goldenen Glticks, goldenen 
Weins? Er huscht tiber ihn hin, sein Gltick lacht. So - lacht 
e m Gott. Still! -
- "Zum Gltick, wie wenig gentlgt schon zum Gltlcke!" So 
sprach ich emst, und dtlnkte mich klug. Aber es war eine Laste-
rung: das lernte ich nun. Kluge Narrn reden besser. 
Das Wenigste gerade, das Leiseste, Leichteste, einer Eidechse 
Rascheln, ein Hauch, ein Husch, ein Augen-Blick - enig 
macht die Art des besten Glticks. Still! 
- Was geschieht mir? Still! Es sticht mich - wehe - m's 
Herz"3 In's Herz! Oh zerbrich, zerbrich, Herz, nach solchem 
Gltlcke, nach solchem Stiche! 
- Wie? Ward die Welt nicht eben vollkommen? Rund und 
reif? Oh des goldenen runden Reifs - wohm fliegt er wohl? 
Laufe ich ihm nach! Husch! 
Still - - (und hier dehnte sich Zarathustra und ftihlte, 
dass er schlafe.) 
Auf! sprach er zu sich selber, du Schlafer! Du Mittags-
schlafer! Wohlauf, ihr alten Beine! Zeit ist's und Ober-
zeit, manch gut Sttlck Wegs blieb euch noch zurtlck -
Nun schlieft ihr euch aus, wie lange doch? Eine halbe Ewig-
keit! Wohlan, wohlauf nun, mem altes Herz! Wie lange erst 
darfst du nach solchem Schlaf - dich auswachen? 
(Aber da schlief er schon von Neuem ein, und seine Seele 
sprach gegen ihn und wehrte sich und legte sich wieder hm) -
"Lass mich doch! Still! Ward nicht die Welt eben vollkommen'' 
Oh des goldnen runden Balls!" 
"Steh auf, sprach Zarathustra, du kleine Diebm, du Tage-
diebin! Wie? Immer noch sich strecken, gahnen, seufzen, hin-
unterfallen m tiefe Brunnen? 
Wer bist du doch! Oh meine Seele!" (und hier erschrak er, 
denn ein Sonnenstrahl fiel vom Himmel herunter auf sem Ge-
sicht) 
"Oh Himmel tiber mir, sprach er seufzend und setzte sich 
aufrecht, du schaust mir zu? Du horchst meiner wunderlichen 
Seele zu? 
Wann trinkst du diesen Tropfen Thau's, der auf alle Erden-
Dinge niederfiel, - wann trmkst du diese wunderliche Seele -
- wann, Brunnen der Ewigkeit! du heiterer schauerlicher 
Mittags-Abgrund! wann trinkst du meine Seele in dich zurtick?" 
Also sprach Zarathustra und erhob sich von seinem Lager 
am Baume wie aus einer fremden Trunkenheit: und siehe, da 
stand die Sonne immer noch gerade tiber seinem Haupte. Es 
mochte aber Einer daraus mit Recht abnehmen, dass Zarathu-
stra damals nicht lange geschlafen habe. 
(Text excerpted) 
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accompaniment motifs (39) , (4(5) , @ , (Z2> , a n d @ ; one gets a form with 
rondo characteristics: 
Introduction - (5|) 
A - <o> i m 
s - © (Tool 
A - (3> @01) 
S1 - (g) fl02l 
B - Uoa 
S 2 - (Sjj) [l04[ 
A' 
S3 - @ [105] 
B - (106) 
A' - [107] 
S4 - @> , @ ) [108] 
B - (TlOl 
A' - @ , @ 5a lUol 
None of the solos sections bears any resemblance to each other in vocal 
line. Despite this, both SI and S3 (Zarathustra at |102| and the soprano at 
[105\) have approximately identical accompaniment patterns. 
Melodically and textually, A' is identical in all three of its appearances 
and provides a kind of subtle musical,, textual refrain throughout the movement: 
"Der alte Mittag schlaft." 
The only repetitive occurrence involves the word "Gltick" which appears slightly 
varied four times and most always associated musically with B, the descending 
chord progression. 
II-IV 
59) bar 1 oboe I 
M ^ ^ T ^ s 
@ ) 5a {TOO] oboe I 
=§ ± r ^ P 
@ [T02] cello 
W f t,is i. f^BJ jg i & 
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© 4b (Top viol in I fc ^ . 
jjfjt 
* £ F$ 
43) 7a 108 viol in I 
£*:d&fcft 
Careful scrutiny reveals more detail: 
Introduction - opening to lb (99 I 
Much like II-I, this movement opens with a slow, deceptively simple 
melodic motif of haunting beauty, (5§) . The motif, basically an eight bar 
idea, is unfolded by three part imitation involving oboa, English horn, and 
bass oboe over an F minor/major pedal in the lower strings. From (98) to 
6a (98] , a subtle harmonic shift occurs, accompanying @ ) which appears in a 
shorter version. (The latter part of the melody has been rhythmically 
augmented.) The progression involved employs a descending chromatic bass 
often associated with Delius's fluid juxtaposition of chords. 7a [98] ,(v&) 
returns to the oboe at the original pitch level over the F pedal which is now 
really the third of a d minor harmony. Further augmentation occurs, and the 
introduction ends with a final echo of the motif in the bass oboe. 
This beautiful kind of monotony is emotionally captivating as (54)is never 
transposed with only register change and subtle differences in instrumental 
color providing the musical interest. 
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A From |9l] to [l00[the chorus is heard for the first time. A tiny aba 
form exists, framed by two statements of a three bar choral phrase heard 
initially in alto-bass. The middle section employs a return of (5|) over a new 
choral text and fluid harmonies. 
S_ Quietly the tenor enters at lb )100(accompanied by an unexpected movement 
to an E ninth chord. This placed moment describing the feel of a delicate 
wind on one's face is accompanied by four repetitions of @> . 
A The return of a soprano-tenor duet 2a )10l[ resembles(40)melodically and 
is combined with a gentle statement oi(39)in oboe I. A brief reference to 
the wordless motif, (To) , of I-III is heard at the close of the oboe solo 5b|_102] . 
SI A sudden feeling of uneasiness generated by the tremolo in the strings 
initiates this section at |102). Zarathustra anxiously questions the reality of 
the dream-like state in which he finds himself. A distinctive ostinato @ exists 
in the bass and cello. 
B This section is announced at [l03( by a prominent descent of the bass 
from A to D. Also distinctive here is Delius's treatment of the rhythm with 
the accented down beat followed by a punctuated choral entrance. 
S_2 )104[discloses the alto as the voice of Zarathustra's "conscience" 
telling him to "whisper not e'en a word - the world is waxed perfect." 
A' The obvious sub-section of [102] to lib 5"] , including SI B S2, closes 
with several exact repetitions of A', "Der Alte Mittag schlaft." Delius 
enhances the mood with distant echoes of earlier music wedded to a similar 
emotional situation. A second statement of (l0)is heard in the cello 9a 104[, 
the "fifth" motif sounds in horn I and the harp 12b ]105] , and a final murmur 
o f @ ) from the introduction sounds in oboe I. (This is the last statement 
of (39) in II-IV.) 
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S3 Entering quietly over (41)at |105), this part is musically quite similar 
to SI, yet emotionally distinct because of differing dynamics and text. The 
soprano personifies the soul apart - gazing at the ecstacy experienced by the 
philosopher. 
B Full orchestra and double chorus soar forth at 106]providing the textual-
emotional climax of the movement and one of the most thrilling moments of the 
Mass. The intensity of this section subsides with a diminuendo and a brief 
silence. A startling note in the English horn possibly recalls reality to the 
moment, and S repeats twice as this section closes softly. 
The final portion of II-IV begins at Lento molto 4b 1108[and features the 
appearance of @) and (̂ 3) . A conversation (S4_) takes place between Zarathustra' s 
conscience (alto solo), imploring him, a lazy sleeper, to arise, and his soul 
(baritone solo) which desires that he not break the fragile wonder of the moment. 
Musically ̂ 2) appears first, accompanying the alto. With the voice of Zaia-
thustra's soul, (43) enters; both motifs are sequenced extensively. At [109) 
the accompaniment provided by $%> and (£3) repeats with J109) to 6a )109( duplicating 
4b U.08J to 2a (108| and (35)beginning on the same pitch level as before. 
This vocal accompaniment provides an exceptionally exquisite example of 
motivic sequencing in Delius's music. 
B [110] states B with great beauty in a final sighing "Gltick". The movement 
closes quietly with the last echoes of A' accompanied by an amalgamation of (42) 
and (4J) . Viewed as a whole, this section has achieved unity by a subtle 
relating of musical ideas to the poetic description of the scene and the 
philosophical concept professed by Zarathustra. 
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II-V-VI 
These two final movements provide the culmination of the philosophical 
and musical essence of A Mass of Life. Although musically they are in no 
way related, the powerful philosophical continuity supplies the emotional 
thread that begins in II-V and culminates in the glorious finale. 
Zarathustra's heart is now full of unearthly longing (II-V): 
"I'm a tremulant dulcet lyre, 
I'm a Midnight tide's lyre, 
I'm a belfry spirit.... 
Whom none understands, 
And yet who was made to talk to deaf ears, 
Ye higherborn mortals, who understand me not. 
Art gone! O Youthtide! 
0 Midday! O Afternoon! 
Now come Evetide and Midnight. 
0 how she sighs, how she laughs in her sleep, 
How she moans, this drunken poetess. 
Her grief she swallows down in dreams, 
And if her grief be deep, yet deeper is her ;joy." 
As midnight draws near, he calls his friends about him - for midnight 
is the solemn hour of initiation, when the soul may take wings and soar 
into the higher regions which are its home. The music grows richer 
and more sombre. "Come forth, come forth! The hour is ripe: let 
us wander fdrth into the night!" And softly at first, but gradually 
swelling to a greater volume of sound, we hear the ancient bell of 
midnight tolling, and the secret voices of night bidding man take heed 
of what the solemn tolling speaks to him. The hymn of joy that 
overspans the gulf of time is heard again, no longer in a distant 
undertone, but with the full strength of the chorus - joy that would 
overreach itself in an inarticulate paean of exultation. And the last 
great shout of triumph fades away into a lingering echo wherein all 
the voices of creation seem to utter the word: Eternity!ll 
Musically II-V divides into two principle sections: A - opening to 
3a )112] and B_ - 4a [112| to the end, thus reflecting Zarathustra's words 
which alternate between first person comments and narrative philosophizing. 
The two sections are musically unified by the common usage of two motifs 
(44)and (£|), and incorporated also are motifs from earlier movements which 
are textually related. 
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II-V 
Das trunkene Lied 
8. 
Gottes Weh ist tiefer, du wunderliche Welt.' Greife nach 
Gottes Weh, nicht nach mir! Was bin ich! Eine trunkene stisse 
Leier, -
eine Mitternachts-Leier, eme Glocken-Unke, die Niemand 
versteht, aber welche reden muss, vor Tauben, ihr hoheren 
Menschen! Denn ihr versteht mich nicht! 
Dahin! Dahin! Oh Jugend! Oh Mittag! Oh Nachmittag! 
Nun kam Abend und Nacht und Mitternacht, - der Hund 
heult, der Wind: 
- ist der Wind nicht ein Hund? Er winselt, er klafft, er 
heult. Ach! Ach! wie sie seufzt! wie sie lacht, wie sie rilchelt 
und keucht, die Mitternacht! 
Wie sie eben ntlchtern spricht, diese trunkene Dichterin! sie 
tlbertrank wohl ihre Trunkenheit? sie wurde tlberwach? sie kaut 
zurtick? 
- ihr Weh kaut sie zurtick, im Traume, die alte tiefe 
Mitternacht, und mehr noch ihre Lust. Lust namlich, wenn schon 
Weh tief ist: Lust ist tiefer noch als Herzeleid. 
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II-V 
(J4) 4a HOI f l u t e I ,± 
T=Z l@i m 3 
11121 oboe I ^ 
r^nr^g 
4b 113 v i o l m I 
i gp^ff 
"Climactic" motif 7b [fui violin I, viola ^^S^\ 
Zl * r-— •' f * C mm 
Section A 
A sudden ff c minor chord begins a nine bar recitative-like interjection 
by Zarathustra: 
"God's woe is deeper, thou strangely wondrous world. 
Snatch thou at God's deep woe, not at me! 
Wnat am I?" 
At till] the tonality shifts to E major as Zarathustra begins his dialogue, 
"I'm a tremulent dulcet lyre...". The opening bars act as an introduction 
both musically and dramatically. The ensuing solo material is lyrical and 
flowing and lacks any repetition of vocal line or phrase. It is unified 
in the accompaniment by three repetitions of @) , and closes with two 
statements of (4!j) . Delius employs his familiar tactic of introducing a 
prominent motif with his treatment of (3j). It is first heard in counterpoint 
to the voice and is treated as background material at 11121 . Yet in the next 
eight bars (into B) it is heard six times with increasing significance, and 
it serves to unify the junction between A and B. 4a )lll( , accompanying the 
word "Mitternachtsleier", a subtle pizzicato statement of the "fifth" motif 
is stated in the double bass. 
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Section B 
This choral section is a thrilling example of Delius's compositional 
style, employing soaring vocal lines, motivic sequencing, harmonic drive 
and a great sense of musical flow. It incorporates the principle initiated 
in I-I with a dramatic overlapping of climactic lines between the choral and 
orchestral texture. Also, two strong melodic motifs are eventually stated 
simultaneously, thus creating an exceptional example of musical and emotional 
intensity; finally, there is the reappearance of the "climactic" motif used 
so prominently in I-V and employed skillfully by Delius for musical unity 
between the philosophical reference to the wonders of the night in I-V 
and the joy of the approaching "Mitternacht". 
The section is basically through composed with no real repetition of 
vocal line. The music has a tremendous organic quality with each succeeding 
idea seeming to grow naturally from the one before. The musical line flows 
with beautiful sensitivity ever onward to the eventual climax, and there is 
i? great sense of culmination as the motivic ideas repeat with increasing 
frequency. 
From the double bar 3a [ll2(to 3a |ll3), (S§) provides the dominant motivic 
role, permeating the choral texture as well as appearing in counterpoint 
to the vocal flow. Its last two statements - [113] and 3a |ll3( - are varied 
slightly. Also prominent is the repetition of an orchestral idea(46)climaxing 
above the vocal material - 4 and 2b |l!3J . 
The real musical-organic drive begins 4a (lljj with the chromatic material 
of the next two bars leading to the first appearance of the "climactic" motif 
7a [l!3| in violin I and viola. A second statement one bar later involves 
both voices and instruments, and the succeeding material includes a third 
statement m the horns simultaneously with(T|) in oboe I and clarinet I. 
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The chromatic intensity generated by the sequencing of the "climactic" 
motif is suddenly relaxed by the soothing reappearance of (43)in the woodwinds, 
4b \"ll4"\ . Delius now skillfully combines a three note figure - 2b j!14\ in violin I 
and soprano I - which first appeared as the anticipation to the "climactic" 
motif, 7a ]113) with a variant of (44) , lb )ll4j , to further build the intensity. 
4a[114[, a higher plateau is reached with another statement of (44) , and 
the momentum steadily builds with two repetitions of the "climactic" 
motif leading to the entrance of the baritone solo at )115[. 
Now the overlapping begins as the "climactic" motif and (44) appear together 
1 and 2a )115|and then with greater intensity in the next two bars. Yet 
the real climax comes 5a [115] where the sopranos finally unite with the 
orchestra in the most majestic statement of the "climactic" motif. 
The intensity falls rapidly in the final four bars, fading to a distant 
roll of the tympani and quiet anticipation of the finale - Zarathustra's 
midnight song. 
II-VI 
Possibly the most fascinating aspect of A Mass of Life is that the major 
part of the Finale was composed seven years before Delius wrote the remainder 
of the work.* In the autumn of 1897, he began work on Mitternachtslied 
Zarathustra, and its 1899 performance at the all-Delius concert in St. James 
Hall elicited unusual comments from the critics. 
"We confess to have felt some amazement before this music. There are 
certain designs which when the eye first looks upon them show nothing 
but a bewildering multiplicity of detail. Then, as custom brings its 
happy magic, the unity of the design gradually grows apparent, until 
one merely wonders that at any time it should have worn a different 
appearance. Now we will not say that the details of Mr. Delius's style 
fell at any time last night into a single and coherent design. But 
after patient and resolute hearing, it became evident that there was 
growing and ever growing coherence. The extreme originality of phrasing, 
* The Mass score shows the dedication Meinem Freunde Arthur Kronig gewidmet 
which comes from the 1897 version. 
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the audacious harmonies, the moving of waters (as it may be described) 
within the depth of the music far below the survace, the obscurity of 
expression, the daring discords - these things began to unite now and 
then into such fine single effects that one felt them to be the signs, 
if not the proof, of something not unlike real greatness."12 
There is little doubt that Delius experienced truly great inspiration 
in the composing of this original and stirring work. One must assume that 
the seeds of the Mass had thus been sown and continued to be nurtured until 
their full germination in 1904-5. A considerable portion of the Mass can be 
shown to have evolved from the earlier work: the Finale of I-III, the ever-
present "fifth" motif and the Mitternacht motif of II-III illustrate obvious 
musical relationships. In addition, the philosophical import of Nietzsche's 
text must have been paramount in the shaping of the remainder of A Mass of Life. 
Musically, II-VI can be clearly divided into a discernible musical 
structure which, similar to other movements, reflects the setting of the text: 
Introduction - opening - (J20[ 
A - [120] -Cm) 
Basic 1898 
original B - )127] - (l29l 
B' - [129\ - [132] 
C - [132]- 2a[ l36] 
New m a t e r i a l 
Coda - 3a 136 - end 
Introduction 
The movement begins Largo, con solennita with a continuation of the 
F sharp tympani roll heard in the last bar of II-V. Immediately the solemn 
"Mitternacht" motif is heard in the bass and cello rising alone over the 
distant tympani. The ascending diatonic line becomes the basis for a kind of 
fantasy which suggests the approaching "Mitternacht" and permeates both the 
introduction and A. The motif also begins on F sharp and easily implies a 
B dominant with a resolution coming lb 116 in a B major triad - the key 
signature and eventual tonic of the movement. Tension builds immediately 
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I I -VI 
Das trunkene Lied 
3. 
Ihr hoheren Menschen, es geht gen Mitternacht: da will ich 
euch Etwas in die Ohren sagen, wie jene alte Glocke es mir in's 
Ohr sagt, -
- so heimlich, so schrecklich, so herzlich, wie jene Mitter-
nachts-Glocke zu mir es redet, die mehr erlebt hat als Ein 
Mensch: 
- welche schon eurer Vater Herzens-Schmerzens-Schlage 
abzahlte - ach! ach! wie sie seufzt! wie sie im Traume lacht! 
- horst du's nicht, wie sie heimlich, schrecklich, herzlich zu 
dir redet, die alte tiefe tiefe Mitternacht? 
Oh mensch, gieb Acht! 
* * * 
11. 
Alle Lust will aller Dinge Ewigkeit, will Honig, will Hefe, 
will trunkene Mitternacht, will Graber, will Graber-Thranen-
Trost, will vergtlldetes Abendroth -
- was will nicht Lust! sie ist durstiger, herzlicher, hung-
riger, schrecklicher, heimlicher als alles Weh, sie will sich, 
sie beisst in sich, des Ringes Wille ringt in ihr, -
sie will Liebe, sie will Hass, sie ist tlberreich, schenkt, 
wirft weg, bettelt, dass Emer sie nimmt, dankt dem Nehmenden, 
sie mochte gern gehasst sein, -
- so reich ist Lust, dass sie nach Wehe durstet, nach HOlle, 
nach Hass, nach Schmach, nach dem Krtlppel, nach Welt, -
denn diese Welt, oh ihr kennt sie ja! 
Ihr hoheren Menschen, nach euch sehnt sie sich, die Lust, die 
unbandige, selige, - nach eurem Weh, ihr Missrathenen! Nach 
Missrathenem sehnt sich alle ewige Lust. 
Denn alle Lust will sich selber, drum will sie auch Herzeleid! 
Oh Gltick, oh Schmerz! Oh brich, Herz! Ihr hoheren Menschen, 
lernt es doch, Lust will Ewigkeit, 
- Lust will aller Dinge Ewigkeit, will tiefe, 
tiefe Ewigkeit! 
* * * 
12. 
Lerntet ihr nun mein Lied? Erriethet ihr, was es will? Wohl-
an! Wohlauf! Ihr hoheren Menschen, so smgt mir nun meinen 
Rundgesang! 
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Singt mir nun selber das Lied, dess Name ist "Noch ein Mai", 
dess Sinn ist "in alle Ewigkeit!", singt, ihr hoheren Menschen, 
Zarathustra's Rundgesang! 
Oh Mensch! Gieb Acht! 
Was spricht die tiefe Mitternacht? 
"Ich schlief, ich schlief - , 
"Aus tiefem Traum bin ich erwacht: -
"Die Welt ist tief, 
"Und tiefer als der Tag gedacht. 
"Tief ist ihr Weh - , 
"Lust - tiefer noch als Herzeleid: 
"Weh spricht: Vergeh! 
"Doch alle Lust will Ewigkeit - , 
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lb (1161 when low trombones and tuba join the texture on a efz chromatic shift 
to g minor 6/4; a restoration of B follows at )l!6j . This two bar harmonic 
unit (4j), and the five statements of the "Mitternacht" motif (Mm) join to 
form an aba' structure for the introduction: 
JL "Mitternacht" motif (Mm)-<£|) - opening - [116[ 
a ii Mm-© (extended) - )ll6\ - 5b (ll7~\ B major 
iii Mm - 5b \UJ\ - (iT7l 
b Vocal recitative employs © - [117] - lb [l!8[ 
a ' 
I V Mm-@ (extended) - ( H I - 8b f l !9] B b major 
v Mm c l i m a x - ® (extended) - 7b ( l !9 | - l b | l20| Eb major 
a_ Statement JLi of Mm-^7) begins over a B major pedal in low strings, 
tympani and harp. A mysterious quality is added with the unusual orchestral 
color given to Mm - English horn, bass clarinet, viola and horn. (A 
follows 8a )116|; it is sequenced three times and crescendoes to a forte 
B major climax 6b [Tl7~[ . A diminuendo followed by i n leads quietly to 
Zarathustra' s recitative at [l!7( . 
b The first text of II-VI is presented here with Zarathustra's invitation: 
"Come! Come! Come! Now let us wander! 
The hour is come now: Let us walk in night's darkness 1" 
Musically Delius employs only chordal accompaniment consisting of a 
two bar "suspension-resolution" figure similar to $7) . However, as static 
as it seems, there is a subtle inner structure reflective of the two lines 
of text. He twice repeats an eight bar unit in which a chromatic melodic 
rise occurs over the static B pedal, moving from Fx to G% Gx to A % and 
Att to B 8b 11171 with the climax of the vocal line. 9a )117] the cycle is 
repeated with the final motion from A# to B extended three times. 
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The vocal line begins on B in the first statement and climaxes with a 
CVB suspension. Statement two traces a descent from B to F# with the line 
intensity occurring on a G#/F suspension. 
a/ The beautiful vocal enterlude is interrupted by an unexpected 
harmonic motion from B to B*3 major at (118) , and the iv return of Mm-47 . 
This final part of the introduction employs two statements of MM-47 
and builds to a stirring climax at (l!9[ . iv begins 2a [118\ in the bass 
clarinet over a BD major pedal. Two statements of(47) lead to Eb major 
and the final climactic repetition of Mm. The full sonority of the 
orchestra is now employed as Mm - heard in low brass and woodwinds - is 
extended musically into the treble range by violin I, flute I, oboe I and 
clarinet I leading to the stirring forte Bb major chord at [ll9[ . 
The introduction closes with a gradual diminuendo and employing 
repetitions of (£7) against which are heard several quiet utterances of the 
compelling "fifth" motif. 
Section A . . 
This section is basically through composed with subdivisions co-ordinated 
by the stanzas of the text. The word sequence divides into two main sections, 
I, II, with three subdivisions, a_, b, c_ and d, e_, f_ in each secion as Delius 
now portrays Zarathustra's warning to the "Hoheren Menschen" upon the coming 
of "Mitternacht". 
Ye higher born mortals, the midnight is nigh: now into your 
a ears of something fair would whisper what yonder ancient 
"~ toller into mine ear tells, 
j . a s secret, as dreadful, as heartfelt as yonder midnight bell 
— into mine ear revealeth, which more hath seen than any one Man 
which hath counted the pulsings in the hearts oppressed of 
c our forefathers - Oh! Oh! How she sighs! How in her dreams 
~ she laughs! That ancient, solemn tolling midnight bell! 
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, Hush! Hush! Much then is told us lo now in the cooler air, 
when all our heart's loved clamor is lulled to rest, -
it softly speaks, grows audible and steals upon night-haunted 
,- e over wakeful souls: Oh! Oh! how she sighs! As in a dream she 
laughs! 
^ dost not hear m secret in awe her heart thee now addresses. 
The aged solemn, solemn midnight! 
The only dominate musical device which serves to unify a_ is the continual 
recurrence of the "fifth" motif which here appears as a rather obvious "leit-
motif". Other motifs include a motif (4ĵ  , suggestive of the Mm, (£9) , a 
triplet string figure, and the reappearance of Mm. 
I a, b begins at (l20( with a sudden return to B major 6/4 and obvious 
urgency as the buzzing bass F# connotes. The vocal line suggestive of 
the recitative in the introduction soon becomes lyrical when the "fifth" 
motif (here outlining F#/B V/I) begins to permeate the accompaniment, b 
continues directly and reaches a striking peak with a stunning chord pro-
gression 2a |121| . The remainder of the text is stated agains(t shifting 
harmonies, and the section achieves quiet repose 2b [l22[ m C# major. c_ 
begins at[122] with renewed energy as a tremolo returns to the strings and 
Mm is heard m diminution in the bass clarinet. 
Zarathustra enters with agitation against a second statement of Mm 
in diminution - now m the bass and cello - and the "fifth" motif in the 
horns and harp II. The excitement continues as (48) enters 3b [123[. 
The "fifth" motif climbs to the high treble register in the flutes 
and oboes, and (49) appears at [1231 illustrative of the textual reference to 
"sighing". With the end of the text on "Mitternacht" (£|) returns for three 
repetitions, and a diminuendo leads rather unexpectedly into Il-d at [l24\ . 
Il-d, marked piu lento, reveals a contemplative textual mood, and the 
orchestral texture becomes transparent. An exceptionally beautiful moment 
occurs with the depiction of "kuhler Luft" 9a [124]. Once again the "fifth" 
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motif is present, and the section ends as all lines descend accompanying 
the worcs "eurer Herzen stille ward". 
e_, f With a certain richness of sound, a fuller texture returns at 
[125J . ctt major is the tonality, and the symmetry in the text is reflected 
musically by the return of (4§) and the "fifth" motif in the accompaniment. 
The next seven bars contain the kind of grandeur which makes Delius's 
music so stirring. The "fifth" motif is sequenced from low horns to flutes. 
oboe and E trumpet, a stunning modulation from A major to C major occurs, 
and the baritone vocal line attains one of the few high G's in the entire 
score. Again it is the text which supplies the stimulus for such a moment: 
It softly speaks, grows audible and steals upon night-haunted 
and over-wakeful souls. 
As is typical with other vocal climaxes, the dominant accompanying 
material is not at the high point of a line, rather the power comes from 
the modulation, the vocal line, and a shift of sonority. 7a\l25), the 
voice is joined by a forte statement of the "fifth" motif low in the horns, 
and two bars later as the voice descends, violin I reaches a high G#. The 
"fifth motif becomes more dominant as it sounds twice in a powerful lower 
register. 
The section reaches a second brief climax 3a |126[ , and the obvious 
mysterious quality of the text is personified by a sudden pizzicato chord 
proceeding the words "Die alte tiefe, tiefe Mitternacht!". Sounding with 
the word "Mitternacht" a kind of optimism returns as the now quiet "fifth" 
motif is heard in the upper register in the original tonality of B major. 
Sections B-B' 
The climax of the entire work begins now at )l27[ . Zarathustra's credo 
is set forth, and it demands of Delius's art possibly its highest moment of 
inspiration. To build his climax Delius employs one of the most powerful of 
i 
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musical devices - repetition with ostinato. Such a technique requires 
a great sens-e of culmination, or its effect is lost. And for a composer 
whose structural "bread and butter" is subtle harmonic change, such a treat-
ment is indeed a risk. Yet, Delius succeeds due to the appeal of his melodic 
material and to his sense of musical flow, climax and orchestral color. 
Because of Nietsche's own textual repetition in Also Sprach Zarathustra, 
Delius is able to strengthen the musical setting. Part three of Das andere 
Tanzlied and part twelve of Das trunkene Lied are identical: the former provides 
the text for the closing section of I-III, and now the latter appears in B of 
II-VI. Because the same basic musical material occurs twice, there is greater 
musical and textual unity to the work as a whole (of course in Delius's 
process of composition, in this case, the musical material was derived in 
reverse). 
Zarathustra's "Ewigkeit" theme and its supporting harmonies from [39)to 
2b [3l] are reproduced intact m II-VI except for three minor differences: the 
meter is 4/2 instead of 4/4; there are some very insignificant rhythmic 
alterations; and the last two notes have been changed from B-F# to F#-G#. The 
orchestration and associated counterpoint are in no way similar except for 
the presence of the "fifth" motif. 
Structurally, the "Ewigkeit" theme is basically through composed with 
only a suggestion of repetition occurring 10a )127| . B' begins at [129\ when 
this theme is repeated in its entirety, with only slight changes in vocal 
texture and orchestration: treble voices have been added, and the baritone 
solo is replaced by male chorus. The B_' orchestration is more complex, 
reflecting additional contrapuntal lines. 
In composing A Mass of Life Delius incorporated all of the original 
"Mitternachtslied", adding to it only the treble choral part found in B'. 
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The accompaniment of B and B' employs the now well known "fifth" motif as 
an ostinato. From [125] on, one clearly feels the presence of this simple four 
note idea, and at(l27( , the beginning of B, it culminates in an ostinato 
which permeates both the bass and treble registers. The simplicity of the 
idea over the basic B 6/4 pedal harmony becomes hypnotic and quite beautiful. 
At [129[, the beginning of B_* , a contrapuntal line incorporating a dotted 
rhythm is introduced in violin I against the "Ewigkeit" theme and "fifth" motif 
ostinato. The new texture is richer and the overall effect more soothing. 
The addition of women's voices supplies new vocal color and helps to intensify 
the climax on "Herzelied" 2b[13l[. 
Section C 
The calm closing mood of B' is suddenly broken at |l32[ , when Delius 
begins a dazzling vocal section predominantly for solo quartet reaffirming 
Zarathustra's final thoughts. The meter is changed to 3/2 and the tempo piu 
animato. This section has to be one of the most intense passages ever composed 
for vocal quartet. Delius has written an awesome soprano line with twenty-six 
notes G# or above! The tesituras of the other parts are equally demanding, 
and when these incredible vocal requirements are added to the rapid tempo and 
tremendous energy, the whole quartet section presents a difficulty equal to if 
not greater than the Beethoven Ninth Symphony finale. The effect regardless, 
produces great intensity and excitement and leads with impassioned furvor into 
the choral return 3a [136( . 
3b [137]the coda begins with a unison statement in the chorus of the 
melodic material derived from the last five bars of the "Ewigkeit" theme. 
5a [137)all the bass instruments of the orchestra sound the "fifth" motif against 
the soaring affirmation of "tiefe, tiefe Ewigkeit". The final climax of the 
work occurs at the marking Maestoso con tutta forza as all voices join in an 
heroic evocation of the word "Ewigkeit" - Eternity. Delius seems to suggest 
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a musical correlation to the text by writing the final choral utterance of 
"Ewigkeit" as an unresolved harmony - over the final statement of the "fifth" 
motif. 
Structurally in C, the vocal material is basically non-repetitive and was 
probably conceived over the orchestral accompaniment. Yet as stated in the 
discussion in I-I, Delius is able to achieve tremendous climactic energy by 
composing the "accompaniment" as a structural entity in its own right to which 
the vocal parts are integrated. Here, the orchestral material from (l32~[ to 
3b [137(displays considerable structural detail, involving three prominent 
motifs - (5C5) , (5^ , and (5̂ ) , and harmonically implying a loose ternary form. 
The first section opens at(132(with a melodic rise in the first four bars 
leading to the initial appearance in the violins of (50) - a rising fourth, 
pitched on D# and G#, 5a |132] . Two bars later the same line is suggested 
again, followed by a diatonic descent to ]l33[ and the first occurrence of (51) . 
This motif also appears twice, the second time sequenced a minor third higher 
at the double bar 4a )133 
A second section begins 4b (134[with another rising line leading to a 
variant of (53) 2b [134( . Four bars later (50̂ ) appears in the trumpet, middle 
strings and oboe, pitched on Bb and Ê >, followed by a point of slight relaxation 
produced by a diatonic descent into |135 
The third section begins at (135(with the re-establishment of the original 
tonality. A third rising line leads to(51) , 3a |l35l . Two bars later the 
"fifth" motif suddenly reappears in the bass preparing for the return of (50a) 
at its original pitch level (D# and G#) and the climax of the whole section. 
This is accomplished by two identical repetitions of (50a) , the first beginning 
4b \l36]in the violins, violas and cellos, and the second 3a [l36[ in all six 
horns, and separated by two repetitions of (52) , a two measure "bell like" 
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motif, which appears 2b |136| in the unison strings, answered by the horns in 
[136). A third statement of (§2) , in the woodwinds, glockenspiel and strings, 
5a [l36[ , is extended, forming a bridge out of which the coda material evolves 
with the return of the "Ewigkeit" fragment 3b |137) . 
A close scrutiny of the vocal material reveals some occasional doubling 
of (50) , (50|i and(5p . However, the sense of energy and excitement which is 
achieved in this passage occurs because of the very significant instances where 
the vocal lines exert their independence and soar above the accompanying 
orchestral material. 
Doubling: 7a )132J Independent: 5a |l32j Sop. solo 
(133) 2b [134} 
4a pTl 2a (l34\ 
4a [1341 partial 5a (135) 
3a [135) 3b |T36l 
3b [OS) 5a (136) 
3a)T36l 
The end result of this compositional style is a unique independence of 
vocal line and a tremendous sense of surging continuity which is seldom found 
in the music of other composers. 
Coda 
Structurally, the orchestral accompaniment to the "Ewigkeit" fragment 
and the final choral evocations of "Ewigkeit" involves(50^) ,(52) , (52) extended, 
and the "fifth" motif. Beginning with three bars of extension in the strings, 
3b [l_37l , (52) returns in the harp and treble woodwinds in 137 , and is answered 
3a [137] by (52) in the strings. This rapid quarternote (string tremolo) pattern 
provides a shimmering accompaniment for the next six bars, through 3b |138). 
The "fifth" motif occurs three times: first 3a [l37]in the woodwinds, harp 
and glockenspeil, second in all bass instruments 5a [ 137) ; and finally as a 
quiet punctuation to the concluding choral "Ewigkeit" in the double bass 
pizzicato, the harp and the tympani. 
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The other motif present in the coda is one fortissimo statement of (50a) 
in augmentation by trumpet I-II beginning 5a 137 
A pppp B major chord brings Delius's most ambitious and complex work to 
a peaceful close. 
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In summary, an over view of the work reveals a distinct symmetrical ordering 
of the material: 
Part I Part II 
I - large chorus I - large chorus 
II - baritone solo II - baritone solo 
III - "dance song" III - "dance song" 
IV - baritone and chorus IV - baritone and chorus 
V - baritone and chorus V - baritone and chorus 
VI - baritone, quartet and chorus 
Other unity has been provided by the textual symmetry of I-III and II-VI, 
and by the four titled "leitmotifs" which occur at various moments throughout 
the work. 
There is no obviously discernible harmonic plan evidenced in the work. 
And quite often the beginning and ending "tonalities" of a movement are totally 
unrelated. 
Part I Part II 
I - F I - F - B b 
II - Bb - D II - Ab 
III - B III - C - D 
IV - D - F IV - F - Et> 
V - F - B b V - E - E 
VI - B 
(This is obviously quite vague, and reflects only the approximate 
tonal area of an opening and its following final cadence.) 
Delius's compositional style reveals a wealth of melodic ingenuity as 
evidenced by the fifty-six motifs present. These ideas are skillfully employed 
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V. SONGS OF SUNSET 
COMPOSED: 1906-1907 at Grez 
FIRST PERFORMANCE: June, 1911, London, Thomas Beecham, Conductor 
TEXT: Selected poems by Ernest Dowson: 
I Moritura from Decorations: in verse and prose: 
II Dum nos fate sinunt3 oculos satiemus Amore - Propertius 
III Autumnal3 for Alexander Teixeira de Mattos 
IV 0 Mors! Quam amara est memoris tua homini pacem habenti in 
substantias suis 
V Eccile3 for Conal Holmes O'Connell O'Hiordan 
VI In Spring from Decorations: in verse and prose: 
VII Spleen3 for Arthur Symons 
Viii Vitae summa brevis spem nos vetat incohare longam 
FORCES REQUIRED: Soprano and Baritone solo, SSAATTBB Chorus, Orchestra 
Heseltine comments: 
The whole work is elegiac and retrospective: the sense of the past 
pervades it with a mournful glamour...it is a lover's requiem over 
lost illusions. Its mood is one of weariness, of passion that has 
burnt itself out and cries only for peace, of autumn that creeps 
unawares upon the soul when spring has passed over it unheeded.1 
Beecham, who conducted the first performance, offers a strange evaluation: 
Songs of Sunset is another truly Delian product although there are 
inequalities in both inspiration and workmanship. There are also some 
curiously unexpected reminiscences of other men's music, which may be 
purely coincidental, although it is hard to escape the impression that 
the song 'Exceeding Sorrow' lies under a perceptible obligation to the 
Third Symphony of Brahms. There are also slight echoes of Wagner in 
the duet "Cease Smiling Dear", and the concluding phrases of the whole 
piece.2 
Philip Heseltine further comments concerning the supposed structure of Songs 
of Sunset: 
This song-cycle affords a fine example of the way m which Delius imparts 
to his works a feeling of unity and cohesion fully as satisfying as the 
most elaborate devices of formal structure by means which totally elude a 
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formal theoretical analysis. Except for one forlorn little theme that 
wanders through the score like a pale ghost, there is no thematic 
connection between the various songs; the structure of the work, the 
interrelation of the different movements and the significance of their 
sequence is wholly spiritual. From the fevered agitation that follows 
on the quiet choral prelude, the work is a prolonged cadence, gradual 
slackening of the pulse, a waning and a decresence until the sunset 
radiance streams like a dye through the clouds, lighting them up for a 
mement, then fading out from behind them, leaving them vague, obscure 
and colorless.3 
Heseltine's statement is a bit inaccurate. On the whole the various 
songs are musically unrelated, however, there is more than one recurring 
motif among various movements. 
Structurally, as reflected in the poetry, the work is divided into eight 
sections, and although they are not separated as numerical entities, each 
poem has a different musical setting. Delius makes the distinction between 
descriptive sections, assigning them to the chorus, and the intimate first 
person narratives, whach are sung by one or both soloists. 
Delius's setting of Dowson's poetry distinctly reflects his preoccupation 
with finding texts which expressed the emotions suggested by the transience of 
human love. Yet the poems employed in Songs of Sunset were all separate 
entities and were in no way organized by their author in the manner which 
Delius has presented them. Delius simply selected those poems which suited 
his creative fancy, ordering them as he chose, and having no apparent qualms 
about leaving out a verse here and there which didn't fit his own needs. This 
"hunt and choose" technique is of course the same method used m selecting the 
texts for all of the choral works. He has in this instance, however, displayed 
unusual care in the selection and ordering of the poems. They all share the 
common theme of underlying anguish and poignant regret, yet their specific 
textual connotations are not all alike. 
Poem I serves as a prologue suggesting the title in its very first line: 
"A song of the setting sun." This poem reveals the emotional thread which 
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can be traced throughout the subsequent poems. 
Poems I], III, and IV all seem to share the common theme of sadness, 
arising from the inevitable realization that separation must take place. 
In poems V, VI, and VII the unifying emotion is now the anguish of recollection, 
and the final poem becomes an epilogue recapitulating the bittersweet philosophy 
of the entire song cycle. 
Part I 
The first song is given to the chorus and has three divisions (A, B, and 
C) which reflect the three paragraphs of the poem. (The original text had four 




Each division is basically a separate musical entity, but unity is established 
by the common recurrence of Q, a rocking step-wise motif first heard in 6 in 
the viola and tenor. In all three sections the lines of text are set consecu-
tively without any break, creating a very flowing declamation; and Delius 
shapes the melodic contour of each section to resemble an arch, with an obvious 
sense of culmination and relaxation in each major phrase. 
(D OS viola, tenor 
&1 \ J J J \ J 1 
Section A 
The flowing rhythmic quality which pervades all of Part I is immediately 
established throughout the vocal texture; and subtle rhythmic and melodic 




A song of the setting sun! 
The sky in the west is red, 
And the day is all but done: 
While yonder up overhead, 
All too soon, 
There rises, so cold, the cynic moon. 
A song of a winter day! 
The wind of the north doth blow, 
From a sky that's chill and gray, 
On fields where no crops now grow, 
Fields long shorn 
Of bearded barley and golden corn. 
A song of an old, old man! 
His hairs are white and his gaze, 
Long bleared in his visage wan, 
With its weight of yesterdays, 
Joylessly 
He stands and mumbles and looks at me. 
A song of a faded flower! 
'Twas plucked in the tender bud, 
And fair and fresh for an hour, 
In a lady's hair it stood. 
Now, ah, now, 
Faded it lies in the dust and low. 
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followed by the two repeated eights in 1-3 ; the melodic line in the bass in 
2 and the alto m 6 , and the chromatic descent in the bass in 809 . As 
mentioned before, (5), the obvious undulating pattern, is heard in the tenor 
in 6; however, the very first bar suggests this rhythmic motion as well. 
Harmonically, the opening utilizes a dominant G pedal tone which finally 
resolves chromatically to C in 6 and culminates in E7 in 9-10 . Delius intro-
duces a descending arpeggio figure in 10 in the woodwinds to complete the 
melodic arch in A and to provide a bridge to stanza two and B_. 
Section B 
A great sense of momentum is created here by the evolution of the surging 
tenor-bass phrase of 14 whose motion and chromaticism permeate the inner voices 
and gives impetus to the soprano climax in 18-19 . The chromatic descent from 
this high point is continued by (|), an accented appogiatura figure, in 20 and 
21 ; and after a final surge in the soprano line in 23 , all parts descend 
chromatically to 28 where (l) returns in the alto, violm, and viola, and the 
soprano echos the opening melody of 1. 
20] soprano 
A second small arch is created in 28-31 whose statement is again 
accompanied by a woodwind motif, as in A. The bridge to C is accomplished 
by sequential use of (2), beginning with the final soprano phrase and continued 
by the violins in 32-33 . 
Harmonically, this section is extremely chromatic. However, it begins 
in G which is re-established in 28 , moves through C in 31 , and establishes 
the E tonality for the opening of C in 34 . 
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Section C 
The setting of this final stanza is dominated by Q which pervades the 
orchestral accompaniment and inner voices from 34-41. Delius's use of the arch 
construction is the most conspicuous in this section, as three small phrases are 
combined to produce the rising melodic contour. The undulating motion character-
istic of the entire movement suddenly calms in 42 with the phrase "Now, ah! Now 
faded it lies in the dust and low;" and after a subtle suggestion in the flute 
and oboe in 42 , the most significant motif of the entire work, (f), is stated by 
the flute and English horn in 45 . (This is Heseltine's "forlorn little theme", 
a simple four-note phrase which he also quotes as a characteristic Delian 
"leitmotiven" in his commentary on Delius's works.) 
(3) gO flute 
lit- rrj> 
The section ends m a c minor; however, like the opening of Part I, the 
pitch G is still the prominent bass note,providing a certain symmetry. 
Part II 
The second song is divided into two sections of unequal length: 
A 49-72 
B 73-126 
Delius again deletes part of the poem in his setting, omitting stanzas two 
and four of the original eight. In a similar fashion to Part I, he also 
sets the phrases m each section consecutively with almost no separation, the 
only real change occurring between A and B. 
The musical form is delineated by a rather unusual method of textual 
declamation. In A the two soloists (baritone and soprano) sing a complete 
textual canon. Their musical material is imitative in only a limited way, with 
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Dum nos fata sinunt3 oculos satiemus Amore 
Cease smiling, Dear! a little while be sad, 
Here in the silence, under the wan moon; 
Sweet are thine eyes, but how can I be glad, 
Knowing they change so soon? 
For Love's sake, Dear, be silent! Cover me 
In the deep darkness of thy falling hair: 
Fear is upon me and the memory 
Of what is all men's share. 
O could this moment be perpetuate! 
Must we grow old, and leaden-eyed and gray, 
And taste no more the wild and passionate 
Love sorrows of to-day? 
Grown old, and faded, Sweet! and past desire, 
Let memory die, lest there be too much ruth, 
Remembering the old, extinguished fire 
Of our divine, lost youth. 
O red pomegranate of thy perfect mouth! 
My lips' life-fruitage, might I taste and die, 
Here in thy garden, where the scented south 
Wind chastens agony; 
Reap death from thy live lips in one long kiss, 
And look my last into thine eyes and rest; 
What sweets had life to me sweeter than this 
Swift dying on thy breast? 
Or, if that may not be, for Love's sake, Dear! 
Keep silence still and dream that we shall be 
Red mouth to mouth, entwined, and always hear 
The south wind's melody, 
Here in thy garden, through the sighing boughs, 
Beyong the reach of time and chance and change 
And bitter life and death and broken vows, 
That sadden and estrange. 
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occasional repetition of rhythmic patterns or minor melodic lines. However, 
the over-all scheme produces an effect of emotional "conversation", creating 
an impassioned interplay between two people instead of a simple narration 
by one. In B the two voices combine to declaim the emotionally charged lines 
with tremendous intensity. 
Delius saturates the accompaniment of Part II with over thirty repetitions 
of (3), employing diminution and slight melodic or rhythmic alterations. There 
are also two other motifs of lesser significance, (§)and(f), the latter of 
which does appear in later movements, contrary to Heseltine's account. 
(3a)) |49l viol in I 
t^%f 
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This section begins in C major and the accompaniment immediately reveals 
two important motifs: (3a) and @ in 49 . (3̂ ) provides not only a melodic 
counterpoint to the vocal lines, but also an up-beat rhythmic germ (7j]J J ) 
which is dominant in the accompaniment throughout the first half of A. In 
54 appears @ , which is employed much more frequently than (3). 
An examination of the vocal lines reveals the subtle use of rhythmic 
imitation, with the most interesting instances occurmg from 49-61 accompanying 
the first four phrases of the text (the original first stanza). Delius begins 
with the baritone in 49 and then has the soprano enter two and a half bars 
later. In 55 he states phrase three in the same manner, as the soprano again 
lags behind the baritone by two and a half bars. Also interesting in these 
two places is the fact that, in both instances, the soprano's rhythm is 
basically a diminution of that of the baritone. From 55 through 61 Delius 
employs almost an exact rhythmic canon, and after a slight period of independ-
ence, he returns to this style in 68 , maintaining it for the remainder of A. 
The orchestral material in 49-60 is dominated by (4a) and numerous repetitions 
of(3^) in both treble and bass registers. However, the momentum created by 
these motifs dissipates m 61 where (5^ appears in violin I and viola. (3) returns 
in 65 in the clarinets and in 68 in the English horn and horn I. 
Accompanying the emotional and dynamic climax of A in 70 , Delius 
introduces(§), a wistful, yearning figure in the English horn. Following the 
final pathetic statement of (3) in 72 in the English horn, (D returns in the flute, 
providing a sighing transition to B_. The harmonic motion of A consists of a 
slow, chromatic descent from C major, ending in AD in 72 . 
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Section B 
A sudden surge of energy accompanies the first two phrases of B, provided 
by (35) in 74-75 , a rising triplet figure which passes through the strings, 
a return of (5) in the woodwinds in 77 , and by a repetition of(3^ in the violins 
in 78 . A diminutive triplet variant of(f) is also present in the violins on 
the first beat of 77 . 
A quieting transition to phrases three and four is provided bŷ Sd) in the 
violins in 80 , and this pensive text follows, accompanied by (J), @ , and an 
inverted variant of (4̂ ). In 86 a sense of outward emotion returns, with the 
sixth stanza introduced by (3a) and (SB) stated simultaneously. The rhythmic 
quality of (Sê  in the horns provides the opening momentum for the beautiful 
climax in 90 where(3) is finally used as a powerful melodic counterpoint. A 
second climax follows in 92 accompanied by (Si). These two climaxes show Delius's 
keen sense of vocal color and intensity. In the first instance the baritone 
has the higher pitch (obviously in his respective range), while m the second 
it is given to the soprano. 
In 94 a calmer mood prevails which is introduced by (5) in the horn and 
clarinet and a rhythmic variant of (|) in the English horn. Delius enhances the 
effect with the uncommon use of an extended unison passage between the soloists. 
Stanza seven is delineated by the appearance of a swaying motif in 100 m 
the flute I and clarinet I - an inverted variant of (£3) in counterpoint to 
an abbreviated statement of (3) in the cello and bass. In 102 Delius again 
combines two versions of (3) simultaneously with the shortened version of (f) 
in the horns against (Sa) (also slightly altered) in violin I. 
The stirring climax in 107-109 which is the emotional high point of Part II 
is orchestrally conceived around amazing combinations of motifs. In 106-107 
Delius unites (f) and(3^ in the clarinets and flutes, juxtaposed against (3d) in 
the horns, English horn, and bass oboe. Similarly, in 108 he states(5k) in the 
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woodwinds against (3d)in the violins. As is typical of Delius, the vocal lines 
are entirely independent of the orchestral ones, and he utilizes his familiar 
technique of overlapping the vocal and orchestral climaxes, with the solo 
high point occurring in 107 followed in 108-110 by the orchestral climax. 
The tremendous energy of this brief outburst subsides, and a quieting 
repetition of(3d)in the strings in 111 anticipates the return of a calmer 
mood in 112 . The text now repeats the brief phrase "Here in thy garden", and 
Delius for an instant recalls the earlier statement in 81 with a similar 
rhythmic and melodic contour. However, the association is brief, both musically 
and textually, as stanza eight continues, accompanied by a rising triplet wood-
wind figure in response to the "sighing boughs" of the text and also by six 
repetitions of (5b) between 112 and 120 which are passed among the strings and 
woodwinds. 
The harmonic motion becomes static in these last few bars of Part II, as 
the significant tonality of A*3 returns. Delius achieves a poignant closing 
with t:he final saddened vocal lines accompanied by the sighing return of (f) 
in the oboe in 121 , followed pianissimo by its augmentation in a solo horn 
in 122-123 . A last plaintive melody - the wistful (3) heard m the English 
horn - brings the movement to a close, as violm I resolves its suspension 
into A*3 in 125 . 
Part III 
In the third song the intimate scene of two lovers from Part II gives 
way to a pensive choral description of autumnal moods and bittersweet October 
love. Delius sets only the first three of the four stanzas of the poem, yet 
his musical material does not correlate exactly with the obvious subdivisions 





For Alexander Teixeira de Mattos 
Pale amber sunlight falls across 
The reddening October trees, 
That hardly sway before a breeze 
As soft as summer: summer's loss 
Seems little, dear! on days like these! 
Let misty autumn be our part! 
The twilight of the year is sweet: 
Where shadow and the darkness meet 
Our love, a twilight of the heart 
Eludes a little time's deceit. 
Are we not better and at home 
In dreamful Autumn, we who deem 
No harvest joy is worth a dream? 
A little while and night shall come, 
A little while, then, let us dream. 
Beyond the pearled horizons lie 
Winter and night: awaiting these 
We garner this poor hour of ease, 
Until love turn from us and die 
Beneath the drear November trees. 
151 
Section A, which does include the first stanza, is mainly descriptive, evoking 
the mellow autumnal mood. B, however, incorporates both stanzas two and three, 
and relates the personal aspect of the poem which requires a more sensitive 
emotional approach to the text. 
© 1138] horn I 
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Sect ion A 
In the five-bar introduction of Part III Delius vaguely recalls the 
opening of I-V of A Mass of Life with the woodwinds' descending chromatic 
lines swaying in 6/4 meter over an F pedal point. The quiet entrance of the 
chorus in 132 is joined two bars later by a flowing woodwind figure suggestive 
of (4a) and of the pattern from 100 m Part II. The motif is an obvious 
"madrigalism" associated with the textual reference to "falling sunlight" m 
133-136 . 
In 138 ,(§)appears in the tenor, doubled by a solo horn; and it is followed 
by five repetitions passed among the alto, tenor, horns, and oboe in the 
succeeding six bars. The choral writing in this section is placid and simplistic 
in marked contrast to the flowing chromaticism of the choral writing in Part I 
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Section B 




a_ The feeling of renewed momentum which occurs in 150 with the 
introduction of (j) and the shift to 4/4 delineates the beginning of the 
more subjective part of III. Delius incorporates three repetitions of 
(j) as accompaniment for the two phrases of text which are declaimed with a 
more animated character than those of A. The section begins in C major, 
and the harmonies progress through the "circle of fifths" (F, B°, E , A*3, D " ) , 
ending chromatically with a rather pregnant suspension of a C7 chord which 
resolves into F in 160 , demarcating the beginning of b. 
b In 160 Delius begins a glorious vocal sequence with(§)in the 
chorus, repeating the rising fifth motif three times. After two further 
repetitions (one in flute I and oboe in 163 and the other in the soprano 
in 164 ) he evolves(8a) in 165 , a purely instrumental variant which dominates 
the accompaniment with four repetitions through 176 passed among the wood-
winds, brass, and strings. In 175 Delius subtly echos the second half 
of the final statement of(8^) which occurred in 174 . The prominent use 
of a motif in the vocal texture is quite unusual with Delius, and having 
the motif's initial statement occur there is a technique he seldom employs. 
(However, it will appear again in Part IV!) After three arch phrases 
accompanied by (8̂ ), the fourth phrase of b is stated without counterpoint, 
accompanied only by sustained strings which prepare the mood for the final 
section of B. 
£ To accompany the final phrase of text, "a little while then let us 
dream", Delius weaves a rhapsodic counterpoint with a solo violin over 
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string chords. The two final choral phrases, a quiet murmuring of the 
word "dream", are particularly effective, and they are accompanied by 
four measures of sighing woodwinds which repeat a descending-third pattern 
four times. Delius closes III with the solo violin quietly repeating a 
two-beat triplet pattern in 187-188 over the sustaining strings. This 
progresses to the final chord of Bb with an added sixth. 
Part IV 
Delius now returns to a first person narrative for the fourth song which 
presents the poem in its entirety, sung by the soprano soloist. This is the 
shortest movement in the work, and yet its structure shows one of the most 
complex uses of motivic repetition in all of Delius's compositions. The entire 
movement is built around extensive repetition of (9) and its developmental 
variants - @ , @ , and (9^. Yet the subtlety which Delius employs to combine 
the motifs with a varying harmonic palette creates an amazingly effective 
movement which is wholly convincing musically, regardless of the extensive 
repetition. This movement provides an outstanding example of Delius's vocal 
compositional style. It illustrates the sensitive relationship between purely 
musical ideas and textual inflection and emotion. 
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Exceeding sorrow 
Consumeth my sad heart! 
Because to-morrow 
We must depart, 
Now is exceeding sorrow 
All my part! 
Give over playing, 
Cast thy viol away: 
Merely laying 
Thine head my way: 
Prithee, give over playing, 
Grave or gay. 
Be no word spoken; 
Weep nothing: let a pale 
Silence, unbroken 
Silence prevail! 
Prithee, be no word spoken, 
Lest I fail! 
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To appreciate the total structure of the movement, certain basic building 
blocks derived from the motifs must be isolated. There are four major elements 
( a fifth <a'' appears only once with (9c) : 
a @ (violin I 192-195 ) 
a' (9)j (clarinet I and bass oboe 196-199 ) 
b extensive sequential treatment of(9)(violin and viola 200-205 ) 
c (1^ (vocal motif 192 ) 
These elements are combined in various ways, treated with subtle harmonic 
variation, and occasionally separated by various brief connecting interludes 
which have been interjected in response to the text. The resultant structure 





However, this is only the underlying musical structure and does not thoroughly 
correlate with the superimposed textual one. The setting of the four stanzas 
juxtaposed with the musical structure reveals the following form: 
Stanza One 192-205 A 
Stanza Two 208-221 B 
Stanza Three 223-238 B, A' 
Stanza Four 240-258 A*, Coda 
Because of the numerous repetitions of (§) and the distinct vocal phrases, the 
most obvious level of perception would tend to display a simple binary form, 
divided between stanzas two and three. This is due to the lengthy musical 
interlude at this point and to the almost unnoticed recapitulation of A' which 
occurs in the midst of stanza four. 
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A complete analysis of the musical structure reveals the immense detail 
r 
to be found in this movement, most of which would be totally unnoticed by 
the listener. The following chart displays the interaction of the various 
elements previously mentioned and the resultant form. 
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It is immediately obvious from the chart that Delius ordered the material 
in a highly sophisticated manner. Not only is the ABA' form easily confirmed 
by motivic repetition, but also by the equally distinctive tonal plan. Careful 
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inspection reveals that the progressions associated with the various elements 
remain very similar, even though at different pitch levels. 
The brief coda recalls effectively the opening measures of the movement 
by repeating (1(J), now instrumentally, against the final vocal phrase. The 
whole-step transposition is reminiscent of a and a' in A, and the second 
statement of (l§) (found in the eloquent tenor range of the cello) provides a 
beautiful cadential line for the close of the movement. 
Considering the textual role reveals Delius's sensitive wedding of purely 
musical ideas with textual suggestions. He seems to intensify the text 
by placing special emphasis on certain passages: 
1) in 232 ,(lp with "silence prevails" which recalls the 
original textual context of(1^) ("exceeding sorrow") and which 
establishes the recapitulation 
2) the crescendo into a forte dynamic at the end of the phrase 
which emphasizes "lest I fail" 
3) in 241 the dramatic orchestration change in register and intensity 
with the repetition of a' which accompanies "forget tomorrow" 
4) in 244 the bass oboe phrase which doubles "weep nothing" 
5) in 255 the wistful return of (id) after the phrase "let us forget 
tomorrow" 
Obviously, this is a special instance where an entire movement is dominated 
by one motif (a similar case can be found in his Requiem, Part III) , and 
consequently, such detailed structural relationships do not occur often. 
However, it is amazing to see that such detail really exists in a composition 
dominated by sixteen repetitions of one motif. 
Part V 
To compliment the soprano solo in IV, Delius sets the fifth song for 
baritone solo. This is the first of the three poems which have as their theme 
the anguish of recollection for a lost love. Delius has set the complete poem, 




For Conal Holmes O'Connell O'Hiordan 
By the sad waters of separation 
Where we have wandered by divers ways, 
I have but the shadow and imitation 
Of the old memorial days. 
In music I have no consolation, 
No roses are pale enough for me; 
The sound of the waters of separation 
Surpasseth roses and melody. 
By the sad waters of separation 
Dimly I hear from an hidden place 
The sigh of mine ancient adoration: 
Hardly can I remember your face. 
If you be dead, no proclamation 
Sprang to me over the waste, gray sea: 
Living, the waters of separation 
Sever for ever your soul from me. 
No man knoweth our desolation; 
Memory pales of the old delight; 
While the sad waters of separation 
Bear us on to the ultimate night. 
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with the text in the following manner: 
A 265-296 Stanzas one and two 
B 297-316 Stanza three 
C 317-357 Stanzas four and five 
There are three main motifs, @ , Q, a n d © each of which dominates one of 
the musical sections. 
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The first phrase of the poem speaks of "waters of separation" which 
Delius describes with constant repetition of ®>, a motif reminiscent of the 
sea motif, © , in Sea Drift. The first two stanzas of the poem are set 
consecutively, with only a half-rest separating them in 283 . Q is first 
heard in 265 over C major and dominates the accompaniment-of the first stanza, 
appearing predominantly in the winds. 
In 285-289 three repetitions of(lla) accompany the first half of Stanza 
two. The first two statements (in clarinet I in 285-286 and in English horn 
in 286-287 ) are identical in pitch and rhythm, while the third statement (in 
the solo horn in 287-289 ) presents the motif in augmentation. The second half 
of the stanza builds to an impressive climax in 294 , following a three-bar 
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melodic sequence in the vocal line which is supported by chromatic harmonic 
movement. The first violin I line in 293-296 recalls the cadence of the 
theme of Appalachia, the "work in which the great river stands as a symbol of 
poignance and parting",5 thus showing an obvious correlation here with "the 
sad waters of separation". Motif (12), the mournful phrase in the English horn 
Appalachia [105-107] .English ho ynTtifluiUiii^ 
Songs of Junset 293-296) violin I b-cb^, $• \mdm^. k>A M . fr.fr i 
which follows in 297 and subsequently becomes the dominant idea of B, is 
easily derived from this Appalachia quote. 
Section B 
The impassioned quality of A is contrasted here by a highly subjective, 
pianissimo setting. Delius uses three statements of (f|), each one higher in 
pitch and more delicate m orchestration, climaxing with the beautiful, muted 
violin I statement in 305-308, as accompaniment to the stunning pianissimo 
octave in the vocal line on "adoration". In 310 , at the close of the stanza, 
@ returns for a brief suggestion of A and is followed in 314-315 by a shortened 
echo of (T*̂  in the oboe and English horn. 
Section C 
Delius presents the musical/emotional climax of Part V in this final 
section, creating it by the sense of urgency in (l|) coupled with significant 
repetition of (0). The musical structure of his setting of the final two 
stanzas is quite clear-cut, involving four small eight-bar phrases plus coda 
material. Phrases one, three, and four are each simply repetitions of (1*3) 
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which is eight bars in length. Phrase two is created by repetitions of (Q), 
both in the vocal line and in the orchestration. The coda is derived from the 
end of (T*}>. 
Phrase one begins in 316 in violin I and viola and accompanies an eight-bar 
vocal phrase (the first two lines of stanza four). The tonality suggested 
at the opening is f minor, and eventual chromatic descent ends the phrase 
on a C| chord. Phrase two in 324-331 also accompanies an eight-bar vocal 
phrase (the remaining two lines of stanza four), and as suggested by the 
reference to "waters of separation", the entire phrase is imbued with subtle 
reference to (D). The urgent vocal line projects momentum which is carried 
into the third musical phrase by a two-bar forte statement of (Q, over chromatic 
motion in the bass. 
The third musical phrase is introduced in 333 with(T| repeating, now a 
fifth higher, inspiring an eight-bar vocal line of high intensity. The rapid 
diminuendo on an fg chord m 341 prepares the return of (T|) in its original 
tonality, and the final textual phrase is presented eloquently over the 
lamenting motif. In 349 Delius creates a cadential section which evolves 
from the last two bars of 13 in 347-348 . The violm I motif, (l3̂ ), and its 
accompanying harmonic progression which repeat three times (the third time in 
augmentation) is the second of Heseltine's characteristic Delian "leitmotiven" 
mentioned earlier.6 
(J3a) ]349l violm I 
pi 
As a wistful echo, Delius re-introduces the poignant (5) which has not appeared 
during the last two movements; and m 353 as the final repetition of the violin I 
motif resolves to an unexpected f minor, a somber recollection of @ is heard in 
the flute. (3) is now repeated m augmentation by the bass oboe as a mournful counter-
point, and with the final chord m 355 the major tonality is restored. 
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Part VI 
Marked freshly , the sixth song introduces a mood of gaiety, extolling 
the blitheness of spring. Yet the joyful caprice is premature, as its 
delicate sentiment yields to the reality "...But the spring of the soul 
cometh no more for you or for me. ...But the flowers of the soul, for you 
and for me bloom never again." Although the original poem had but two 





Structurally, the movement is without doubt the most simplistic in the 
entire work, employing large sections of almost exact repetition. However, 
such a form is quite in keeping with the sentiments of the text. There are 
two prominent motifs, (14) and (15a), each associated with one of the large 
sections. The movement also employs very specific tonal areas, and begins 
and ends in the same a minor tonality. 
(14) \162l flute, oboe and soprano 
liippl 
(15) \g7T\ horn I I 
f 
15a) [3741 f lu t e I 
M 
¥ 




See how the trees and the osiers lithe 
Are green bedecked and the woods are blithe, 
The meadows have donned their cape of flowers 
The air is soft with the sweet May showers, 
And the birds make melody: 
But the spring of the soul, the spring of the soul, 
Cometh no more for you or for me. 
The lazy hum of the busy bees 
Murmureth through the almond trees; 
The jonquil flaunteth a gay, blonde head, 
The primrose peeps from a mossy bed, 
And the violets scent the lane. 
But the flowers of the soul, the flowers of the soul, 
For you and for me bloom never again. 
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Section A 
The first section consists of the initial five lines of Stanza 1 consecutively 
arranged into fourteen bars of 4/4 time. With its pizzacato down-beat and 
dotted rhythms, the first measure sets the tone of the entire movement. A 
descending step-wise soprano line also occurs here and evolves into (13) , a 
motif that dominates the soprano line as well as the accompaniment, occurring 
five times from 362-368 . In 369 , in a episode of pure "madrigalism", Delius 
introduces a three-bar flourish of trills and pizzacatos in obvious response 
to the phrase "birds make melody" which concludes A. 
Section B 
Marked somewhat slower , the baritone solo follows (l̂ i, a rocking line 
in the horns, with a rhapsodic arch phrase accompanied by Qj? and (15jj. The 
yearning upward line built on consecutive rising fourths extols the phrase 
"But the spring of the soul, the spring of the soul" and inevitably descends 
with the text's "cometh no more for you or for me." 
Section A' 
In 381 the original tempo is restored, and a three-bar repetition of 
(la)leads to the choral return. Delius now indulges in an almost exact repeat 
of the opening choral section of A with a second fourteen-bar unit. The 
material in 388-397 is quite similar to 363-371 , with the last three bars 
in each section being musically identical with the exception of minor differences 
in choral declamation due to the different text. Delius has enhanced the 
orchestration somewhat in A' with a slightly thicker texture, adding(l*^ in 
385-387 and 390-392 and an arpeggiating woodwind figure in 390-392 . 
Section B' 
The section begins with (lh, identical to 373-374 , over the same harmonic 
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progression. The soloist is now a soprano, evoking a remembrance of the two 
lovers in Part II. Accompanied by (5J) and(l5^), the solo line is quite similar 
in character to that in B, maintaining an arch quality with a beautiful using 
line for the first half and accompanied by a solo violin. 
With the phrase "for you and for me bloom never again" the solo line 
descends to 406 where it is joined by the chorus whose quiet sequential 
repetition of the words "bloom never again" forms the poignant a minor 
close. Delius again introduces a mournful echo of past movements with(l2) in 
violin I at 413 in counterpoint to two variant statements of (3). The first 
of these is in subtle augmentation in the solo violin from 413-416 , and the 
second appears much more recognizably in 415-416 , with the same pitches in 
normal rhythm in the oboe and English horn. 
Part VII 
For baritone soloist, the seventh song again reflects on the memory 
of past love. The mood is wistful. 
It seems to grow greyer and more misty like an autumn evening falling 
to dusk, until there comes a song of utter numbness of spirit: "I was 
not sorrowful, but only tired of everything that ever I desired."7 
Dowson's poem is constructed with seven couplets to which Delius adapted the 
following musical structure: 
A 419-432 
B 433-453 
Coda 454-468 (material from A) 
A correlates to the first three couplets and Bto the remaining four, with the 
Coda providing a brief recapitulation of the opening of A followed by a fading 
reference to the "love duet" in Part II. Part VII also employs three significant 
motifs, (l^, (16), and (ljj; several repetitive rhythmic patterns; and an orchestral 
texture of delicacy and great effectiveness. 
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Spleen 
For Arthur Symons 
I ".'as not sorrowful, I could not weep, 
And all my memories were put to sleep. 
I watched the river grow more white and strange, 
All day till evening I watched it change. 
All day till evening I watched the ram 
Beat wearily upon the window pane. 
I was not sorrowful, but only tired 
Of everything that ever I desired. 
Her lips, her eyes, all day became to me 
The shadow of a shadow utterly. 
All day mine hunger for her heart became 
Oblivion, until the evening came, 
And left me sorrowful, inclined to weep, 
With all my memories that could not sleep. 
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Sect ion A 
A mood of pensive solitude is established in the first bar by the 
rocking flute with @ ) and by (l|), the answering pizzicato phrase in the 
violins. The presence of lb in the succeeding eight bars establishes a kind 
of quiet monotony as accompaniment for the first two couplets of the poem. 
In 428 the third couplet begins, with (17) (a melodic out-growth of lb) appearing 
in the vocal line. The motif continues with five repetitions in violm I 
which provide a fragile counterpoint to the remaining solo line. The harmonic 
motion has been by fifths, with the opening E (a fifth from the a minor 
conclusion of VI) progressing to a B pedal in 428 in anticipation of the 
motion to F# in Section B. 
Section B 
The unusual symmetry found in this section is derived not from repetitive 
motifs, but rather from the recurrence of a subtle rhythmic pattern. A 






a This section begins in F#, after the conspicuous double bar in 433, 
and sets the fourth couplet. The distinctive accompaniment features the 
rhythmic pattern established by the interaction of violin I and II which 
creates a kind of "ram-drop" effect. 
b The fifth and sixth couplets, are linked together in b, and the 
only dynamically intense section of VII occurs with the chromatic climax 
in 445-447 , responding to the emotion of the text, (l̂ i is quietly 
present in augmentation in 439-444 , passed among the cellos, violas, and 
second violins. 
a' A subtle return of the "rain-drop" rhythmic pattern occurs after 
the double bar at 450 , now accompanied by a legato descending phrase 
in the viola. However, the beautiful orchestration probably responds to 
the suggestion of weeping in the text. The F# pedal point in a_ is now 
replaced by C#, maintaining the fifth relationship evident in the entire 
movement. 
Coda 
In the poignant close of Dowson's poem, the beginning is repeated, but 
the blank sentiment is now changed to despair: "And left me sorrowful inclined 
to weep with all my memories that could not sleep." Here Delius provides 
musical symmetry by re-introducing the music of the opening bars of the 
movement as accompaniment to the last few words of text, (l^ is again present 
m the flute in 453-454 , but in augmentation; and (Q) is now a more obvious 
melodic line, appearing in violin I. As the solo ends, the two motifs repeat 
a second time, and in 458-459 a languid re-appearance of a variant of© in 
the English horn recalls the passionate "love duet" of Part II. Subtle harmonic 
variation in the strings accompanies two further repetitions of (§); and as the 
tonality settles to F in 461 , the violin I motif from the close of V, 
(13|), is heard again m quiet anticipation of VIII which follows directly. 
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Part VIII 
"And then like an afterglow that shines through the mist with sombre 
radiance follows the final chorus, the envoi to life:"8 
They are not long, the weeping and the laughter, 
Love, desire, and hate. 
I think they have no portion in us after we pass the gate. 
They are not long, the days of wine and roses. 
Out of a misty dream our path emerges for a while, 
Then closes within a dream. 
Delius's epilogue combines all the vocal forces for the first time, creating 
a six-part texture. The soloists, for the most part, join together in 
impassioned testimony to the transient joys of life. The two stanzas of the 
poem are set consecutively, with the musical organization correlated to the 
various phrases of the text. Musical unity responds to textual repetition 
and is solidified by three appearances of @ . Harmonically, the movement 
continues the F tonality of VII, utilizing it as an opening dominant pedal 
point to Bb. 
CtE) 1470] soprano solo • 
fr*T~fof^ i s : 
The movement opens quietly, growing out of the final measure of VII 
without a break. Delius divides the first stanza into two short musical phrases, 
each setting two lines of text, separated by a short orchestral bridge. 
18 first appears in the soloists lines in 470-472 , and an echo of Part VI 
is heard in 480 with a brief reference to (Q). The movement begins in F major, 
modulates briefly to Ab for the second phrase in 478 , and returns to F in 482 . 
Delius repeats the basic musical material of the opening in the setting of 
the first line of stanza two, as suggested by the textual repetition. A 
surging climax occurs in 485-487 in the soprano lines as @ ) is heard in 
counterpoint to the soaring orchestral phrase in the violins, flutes and clar-
Vitae summa brevis spem nos vetat incohare longam 
They are not long, the weeping and the laughter, 
Love and desire and hate: 
I think they have no portion in us after 
We pass the gate. 
They are not long, the days of wine and roses: 
Out of a misty dream 
Our path emerges for a while, then closes 
Within a dream 
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inets. After a choral repetition of the words "the days of wine and roses" 
which musically imitates the previous orchestral material, a momentary calming 
occurs in 489 with the marking quieter . However, it is only an effective 
contrast that precedes the most impassioned musical moment in the work. This 
follows in the tremendous unison solo declamation of the phrase "our path 
emerges for a while". An echo in 494 by the violins of the orchestral phrase 
of the preceding measure prepares the final phrase of text. This is stated, 
accompanied by the final statement of (l§) in 495-497 in violins I and II and 
viola with the same tonality as the opening. Also in 495 is a conspicuous 
pattern m the bassoons, horns I and II, and cellos made up of consecutive 
sixths, derived from the opening of the movement. Delius now employs this 
as a chordal accompaniment to the final few measures of the work. 
As the soloists conclude their phrase in 499 the final tonality of Bb is 
reached; and against an ever quieting sigh in the chorus on the word "dream", 
Delius weaves a simple violin melody whose final repeated phrase is answered 
twice by the murmuring chorus. As the last choral sound dies away in 507 , 
a final, plaintive remembrance of (|) sings mournfully in a solo clarinet over 
sustaining strings, bringing the poignant work to a close. 
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Footnotes 
1. Heseltine, p. 121 
2. Beecham, p. 167 
3. Heseltine, p. 122-123 
4. Ibid., p. 148 
5. Ibid., p. 149 
6. Ibid., p. 148 
7. Ibid., p. 122 
8. Ibid., p. 122 
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VI. AN ARABESQUE 
COMPOSED: 1911 at Grez; partially re-written in 1915 
FIRST PERFORMANCE: 1920, Newport, Wales. 
TEXT: En Arabesk by Jens Peter Jacobsen 
FORCES REQUIRED: Baritone solo, SSAATTBB chorus, Orchestra 
Of all Delius's choral-orchestral compositions An Arabesque is probably 
the most unusual. It is the shortest and yet one of the most complex. 
Jacobsen's poem is perplexing in import with a myriad of subtleties, and 
Delius's musical setting is equally as intricate and intriguing. Although 
the work has elicited high praise, it remains probably the least known of 
the major vocal compositions. 
It is unfortunate that "Arabesk", for baritone solo, chorus and 
orchestra, has disappeared, perhaps temporarily, from English programmes. 
It stands in relation to the deeply emotional "Sea Drift" or "Song of the 
High Hills" as does "Eventyr" to the other orchestral tone peoms, since, 
as its title suggests, it is a work of fancy rather than of pathos. 
Its neglect, like that of "Eventyr", is due to our admiration of its 
composer as a mystic and nature poet; we look to him for poignancy and 
exaltation, and overlook certain abilities which we might recognise 
more often and more practically in a composer of second or third rank. 
We rarely think of Delius as an orchestral virtuoso, or as an artist 
of caprice and whimsy. We revel in the full chorus, the warm orchestral 
bed of horns and divided strings, the sagging or climbing romantic 
chromatics, but pass over pieces in which the chromatics are more 
mysterious and recalcitrant, the rhythms more gnomic, the scoring more 
sharp.1 
A difficulty encountered in performance of An Arabesque is the choice 
of language. Like Delius's other vocal works in Norwegian or Danish, 
translations often exist in German and/or English, yet it is obvious that 
some poetic or linguistic subtleties must be lost in the process, obscuring 
to some degree the effectiveness of the original. Beecham comments: 
Nineteen hundred and eleven yields another remarkable work, also 
presenting problems of performance. This is a setting .... of J.P. 
Jacobsen's poem [En] Arabesk. As in the case of Fennimore, it is almost 
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impossible to give this work in any language but that of its native 
Danish, as both the English and German versions make sheer nonsense of 
its meaning. [This is possibly a bit of an exaggeration on Beecham's 
part as a close comparison between the three texts reveals a greater 
affinity than he seems willing to acknowledge.] If this prescription 
be followed the number of occasions when it might be heard is likely 
to be very limited; a matter for high regret, as the work is not only 
in its composer's ripest style but in point of sheer opulence of sound 
unsurpassed by anything else he ever wrote.2 
Beecham's last sentence supports the evidence revealed by the score. 
Delius has created m An Arabesque the most stunning use of choral sonority 
and vocal orchestral color found in any of his vocal compositions. The 
choral writing, whose role embraces both initial text declamation and soloist 
commentary, displays moments of incredible energy and luxuriant sonority. 
3he texture varies from a single part in counterpoint to the soloist to 
opulent passages for the entire chorus. Although it is obvious that Delius 
was highly sensitive to vocal color in his use of choral forces, the chorus's 
role in An Arabesque is considerably more significant both emotionally and 
musically than Hutchings's remarks would lead one to believe: 
The chorus never takes full harmonic panoply in its own right, as 
in the "nature" works; its chords are often stark in their use of 
octave doubling. The voices are just extra means of colour and suggestion 
in accompanying the soloist.3 
Hutchings's further remarks, concerning any similarity between Delius 
and Debussy, are more enlightened: 
We may wonder whether the opening words of "Arabesk" brought 
Debussy's "L'apres-midi d'un faune" into Delius's mind, albeit unconscious 
Within the opening pages, he limits his large orchestra to Debussy's 
instrumentation exactly - flute, clannette en la, deux cors en fa, 
etc. - to accompany Jacobsen's words: "Hast thou in shady forest 
wandered? Know'st thou Pan?" At any moment we expect a libidinous 
harp glissando, but although les deux harpes are there, they bide their 
time; Delius's Pan is more sinister but less animal than Debussy's.'* 
An Arabesque provides a stimulating challenge for analysis because 
Delius's musical setting does not consistently conform to the sectionalization 
of the poem. Rather, he is motivated by particular images in the poetry and 
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devises musical settings which often transcend the implied divisions of 
the poem. This technique is not unusual when a particular poem within a 
specific woik is being considered. However, when employed as the text for 
an entire work, the search for any total implied musical or emotional unity 
becomes harder to find. This is not to suggest that a sense of unity is 
absent from the work. On the contrary the opening and closing tonality and 
motivic material are the same. However, within the work are a number of 
perplexing musical relationships whose association with the text and to 
the work as a whole is hard to determine. Delius is usually consistent 
with his use of motifs, aligning a musical idea with a specific textual 
one, and employing repetition whenever such a textual reference reappears. 
Yet, in An Arabesque such is not always the case, implying the presence 
of an overriding musical consideration rather than simply a structure whose 
shape is determined by the lines or stanzas of a poem. 
A general overview of the work reveals a brief orchestral introduction, 
which introduces two important motifs which occur later in the piece, followed 
by six major musical sections which correspond roughly to the five stanzas 
of Jacobsen's poem (stanza three of the original is divided by Delius). 







*The bar numbering in the U.E. orchestral score places rehearsal numbers 
every ten bars, however, the number occurs at the end of the bar to 
which it refers. 
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En Arabesk 
Har du faret vild i dunkle Skove? 
Render du Pan? 
Jeg har folt ham, 
Ikke i di dunkle Skove, 
Medens alt Tiende talte, 
Nej! den Pan har jeg aldrig kendt, 
Men Kaerlighesdens Pan har jeg folt, -
Da tav alt Talende. 
I solvarme Egne 
Vokser en saelsom Urt, 
Kun I dybeste Tavshed, 
Under tusende Solstraalers Brand, 
Aabner den sin Blomst 
I et flygtigt Sekund. 
Den ser ud som en gal Mands Oje, 
Som et ligs rode Kinder: 
Den har jeg set 
I m m Kaerlighed. 
Hun var som Jasminens sodt duftende Sne, 
Valmueblod randt 1 hendes Aarer, 
De kolde, marmorhvide Haender 
Hvilede i hendes Skod 
Som Vandliljer 1 den dybe So. 
Hendes Ord faldt blodt 
Som Aebleblomstens Blade 
Paa det dugvaade Graes; 
Men der var Timer, 
Hvor de snoede sig kolde og klare 
Som Vandets stigende Straale. 
Der var Suk i hendes Latter, 
Jubel 1 hendes Graad; 
For hende maatte Alt boje sig, -
Kun tvende turde trodse hende, 
Hendes egne Ojne. 
Af den giftige Lilies 
Blaendende Kalk 
Drak hun mig til, 
Ham, der er ded, 
Og ham, der nu knaeler ved hendes Fod. 
Med os Alle drak hun 
- Og da var Blikket hende lydigt -
Leftets Baeyer om usvigelig Troskab 
Af den giftige Lilies 
Blaendende Kalk. 
178 
Alt er forbil 
Paa den snedaekte Slette 
I den brune Skov 
Vokser en enlig Tjorn, 
Vindene eje dens Lov. 
Et for it, 
Et for et 
Drypper den de blodrode Baer 
Ned i den hvide Sne, 
De glodende Baer 
I den kolde Sne. -
Kender du Pan! 
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An Arabesque 
Hast thou in gloomy forests wandered? 
Knowst thou Pan? 
I too have known him, 
Not in gloomy forests, 
When all the silence spoke; 
No, no, him never have I known, 
Only the Pan of Love have I endured, 
Then hushed all that speaketh. 
In a sunbathed meadow grows a wondrous herb: 
Only in deepest stillness 
Under the beams of the burning sun 
Its blossom unfolds itself 
For a fleeting moment. 
It gleams like the frenzied eye 
Of the one enchanted, 
Like the glow of a dead bride's blushes. 
It is this flow'r I have gazed on 
As a lover. 
She was like the Jasmins sweet-scented snow, 
Red blood of poppies circled in her veins, 
Her hands so cold and white as marble 
In her lap reposed 
Like waterlillies in deepest lake. 
And her words they fell as softly 
As petals of appleblossom 
On the dewladen grass, 
But there were hours, 
When they rose upleaping cold and clear 
As the jet of a silvery fountain. 
Sighing was in her laughter, 
Gladness was in her pain; 
By her were all things vanquished, -
And nought there was to gam say her 
But the spell of her own two eyes. 
From the poisonous lillies dazzling chalice 
Drank she to me, 
To one too that hath perished 
And to him who now at her feet is kneeling, 
With us all she drank, 
Jea she drank and her glance then obeyed her, 
From the bond of truth to eternal plighting 
From the poisonous lillies dazzling chalice! 
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Now all is past.' 
In the ground all snow-bestrewn 
In the bare brown wood 
Stands a lonely thornbush, 
The black winds they scatter its leaves! 
One after another, 
One after another 
Shedding its bloodreddened berries 
In the white, cold snow, 
Its glowing red berries in the cold, white snow. -
Knowst thou Pan? 
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Introduction 
The initial musical section is a ten bar orchestral prelude in which 
melodic motif s (3) and(2) are presented. The entire section is composed of 
small repetitive units, creating a two, two, four, two measure pattern. 
Measures 1 and 2 are quite similar to one another as are 3 and 4, with both 
units featuring distinctive repetition of different versions of the slithery 
chromatic line in the viola, cello and violin II. 
A four measure unit follows in 5-8 composed of sequential repetition of 
(J) and (2), and the final two bar unit is constructed simply of two sustained 
string chords ornamented by an arpeggiated triplet flute phrase. 
Delius begins the work in a dark eery mood created by the ever-evolving 
chromatic line which weaves sinisterly in the viola and cello over an 
initial B pedal. In 4, (l), a pastoral woodwind phrase enters in flute I and 
clarinet I, probably in reference to the god "Pan" who is the subject of 
the opening lines of the poem. A lyrical violm phrase follows in 5 which 
Delius employs significantly later in the work. 
After a slight repose created by the sustained string chords of 9-10 
Delius begins the declamation of stanza one, which corresponds to the beginning 
of a_, the second musical section. 
Section A 
The opening lines of the poem obviously elicited the musical imagery 
of the introduction with their reference to "gloomy forests" and "Pan". 
Delius continues the chromatic line introduced in 1 as a major fiber of the 
orchestral accompaniment throughout most of A, rendering it in augmentation 
and varying it slightly from bar to bar, with occasional repetition as in 
15-17. However, the particular version in 11, motifQ), is significant because 
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it reappears exactly in the final few measures of the work, when the text 
again repeats the phrase "Knowest thou Pan". 
Harmonically, (Q) features an E# appoggiatura identical to (I); however, the 
resolution is not to the fifth of the opening B tonality, but rather to what 
has now become the tonic tonal area of f# minor. This appoggiatura style 
permeates the harmony throughout A, occurring with the variant repetitions of 
© i n 17-21, and also as in the manner of the Introduction with (I) in 25 and 27. 
With the noticeable shift to woodwind colors in 24-26 Delius reintroduces 
(T) in the flute and clarinet in 25 and in the flutes and oboes m 27, 
accompanying the phrase "only the Pan of Love have I endured". 
The section concludes quietly with a return to string texture in 28-31, 
descending to a suspended E major resolution, the dominant of the relative 
A major which follows in 31 with the opening of B. 
Section B 
The third musical section corresponds to the first eight lines of 
stanza two of the poem: 
In a sunbathed meadow grows a wondrous herb: 
Only in deepest stillness 
Under the beams of the burning sun 
Its blossoms unfolds itself 
For a fleeting moment. 
It gleams like the frenzied eye 
Of the one enchanted, 
Like the glow of a dead bride's blushes. 
It exhibits great vocal intensity and displays the virtuosic orchestration 
which is one of the most compelling characteristics of the work. 
Structurally, there is no sectional repetition, only a sequence of 
vivid orchestral images which respond to the text. 
(§), a highly energetic dotted figure which has appeared often in other 
works as a suggestion of "teaming nature", repeats five times, initially in 
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36-38 and again in a brilliant forte in all the woodwinds in 45-47. 
The most unusual event in B is the sudden and completely unexpected 
entrance of the wordless chorus in 43 which breathes a stunning new color 
into the vivid orchestral palette, and although the brief soprano phrase in 
46-48 does repeat the solo text, its presence is still felt as additional 
orchestral sound in the dazzling accompaniment. 
A decrease in energy and momentum occurs with the reference to death in 
49-50, and the section concludes with a twice repeated trumpet I phrase in 
52-53 over sustaining strings. Heseltine's translation of the last two lines 
in this section - "It gleams like the frenzied eye of one enchanted, Like 
the glow of a dead bride's blushes" - represents the singular instance of his 
adaptation which strays noticeably from Jacobsen's original, which translates 
literally: "It resembles the eye of a madman, the red cheeks of a corpse." 
However, Heseltine's digression in this case seems easily justified. 
Section C 
Jacobsen transforms his imagery from a flower to its personification in 
human form with the phrase "it is this flower I haved gazed on as a lover", 
and its initial description provides the structure of C_. Textually, Delius 
has reorganized the original poetic subdivisions by combining the final two 
lines of stanza two with the first eight lines of stanza three: 
It is this flower I haved gazed on 
As a lover. 
She was like the Jasmins sweet-scented snow, 
Red blood of poppies circled in her veins, 
Her hands so cold and white as marble 
In her lap reposed 
Like waterlillies in the deepest lake. 
And her words they fell as softly 
As petals of appleblossom 
On the dewladen grass; 
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Musically, C can be divided into three small units, a_, b_, c_, each 
accompanied by a different motif: 
a - 54-64 - (2) 
b - 65-72 - (5) 
c - 73-81 - (6) 
a This initial section corresponds to the first four phrases of 
text. Phrase one and two are declaimed by the soloist, the chorus has 
phrase three and four, and the soloist concludes the section with a 
repetition of phrase four. The dominant musical idea throughout a 
features the return of @, now in augmentation in 57. Delius re-introduces 
measure 5 exactly in violin I and II in 57-58, and the remaining six 
bars make use of melodic variations of the original motif. The only 
other exact likeness of (J) appears in 62, which is a reproduction of the 
first half of 7. In section E_ Delius again introduces (2), supporting a 
reappearance of line three from this section, illustrating one of the 
occasions in An Arabesque where a motif and a textual reference are 
correlated. 
The other repetitive idea in a_ is the swaying chromatic triplet line 
in the flute and clarinet which is treated sequentially from 57-61. 
The concluding solo passage, one of many intense highly effective 
solo lines m the work, acts as a bridge between a and b. 
b This section treats the next two lines of text and is structurally 
the most obvious and simplistic part of the composition. The accompaniment 
consists of four sequential repetitions of(|), involving the four tonalities 
of A, G, C and B*3 major. The first two statements in 65 and 67 appear 
in the chorus and orchestra, with the initial one sung by unison (8va) 
soprano and tenor, and the second by unison alto and bass. The latter 
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two however, in 69 and 71, occur only in the orchestra, providing a 
counterpoint to the choral texture. Likewise the orchestral counterpoint 
(instruments not playing (B) is identical in 65 and 67, being altered only 
by transposition. And Delius contrasts orchestral color in 67 and 71 
by stating© first in the horns against the chorus and strings, and 
then in the woodwinds and harp in opposition to the chorus, strings and 
horns. 
Delius seems to have employed d) for purely musical reasons in 
response to the emotional high created at the end of a_. The text of b 
would suggest a more intimate setting, and also the motif appears twice 
more in the course of the work associated with a completely different 
textual reference. 
£ The final two lines of text in this section receive a seemingly 
more pictorial setting, with the mention of falling apple blossoms 
suggested by the wind-like whirring of (6) in the woodwinds. Yet a musical 
reference to b appears in 78 as © returns in the solo oboe, reiterated 
in 80 by the chorus, violin I and a violin solo. Structurally, these two 
statements of (s)preserve the affinity demonstrated in b, being related 
sequentially by whole step. Delius also provides a certain tonal symmetry 
as the two statements in 65 and 79 are harmonically identical. 
Section D 
The fifth musical section, 82-115, includes some of the most stunning 
vocal effects in all of Delius's writing, involving an incredible interplay 
between chorus and soloist. Obviously the exceptionally rich textual imagery 
of this segment of the poem provided a great creative stimulus. Included 
in D are the remaining eight lines of stanza three: 
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But there were hours, 
When they rose upleaping cold and clear 
As the jet of a silvery fountain. 
Sighing was in her laughter, 
Gladness was in her pain; 
By her were all things vanquished, -
And nought there was to gain say her 
But the spell of her own two eyes. 
Structurally, like £, this section can also be subdivided into three 
smaller units: 
a - 82-90 
b - 91-102 
c - 103-115 
Also included is the third reference to (§)and a number of specific new 
motifs- @, @, <§) and @>. 
a_ This brief section which sets three lines of text includes a 
marvelous musical contrast between the repose at the end of B_ and the 
dazzling animation to follow. The text suggests such a change, and the 
new mood is created by the orchestral/choral climax in 88-89. The 
orchestral flourish accompanying the words "silvery fountain" is based 
structurally on the presence of (5), begun in violins I and II in 88 
and concluded "beneath" the choral texture in 89 by the trumpet and oboe. 
The stark outcry of the chorus in 89-90 conceives a perfect realization 
of the text. The total coloristic effect of these two measures is 
achieved by the unusual choral sonority, involving four part male divisi 
in a high dense style, combined with brilliant high strings, biting 
brass and low woodwinds. 
b This section contains the emotional high point of the work and 
includes the most stunning passage of solo/choral writing in all Delius's 
vocal music. The three lines of text suggest a quality of ecstasy which 
the music vividly portrays. 
The initial four measures contain a striking vocal passage in which the 
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emotions of sobbing, sighing, laughing and rejoicing are conveyed. The 
effect is created by an interplay between the baritone soloist, the 
sopranos and tenors in unison (8va) and the altos and basses in unison. 
The soloist and high voices are canonically related, while the low voices 
punctuate their counterpoint with a bold cross rhythm. The result is 
a passage of amazing vitality, capturing perfectly the highly emotional 
quality of the text. 
After the opening interplay which has been orchestrally supported 
by a surging arpegiation in the cello and bass and a countering triplet 
rhythm in the winds and brass, Delius unleashes (8), m 96, a soaring 
motif m brass and oboe, simultaneously with a fortissimo variant of (E) 
in the harp and celesta against the vocal texture. (8) is treated sequentially 
six times with variant versions occurring in the strings in 97-98 and 100, 
and (5) also repeats twice in 99 and 101. The total interplay reaches a 
mighty climax in 102 accompanying the choral declamation of "vanquished". 
£ An immediate contrast occurs in 103 with the declamation of the 
final two lines of text. (7a) is heard m the trumpet in counterpoint to 
the soloist and answered an octave lower by violin II. Commencing 
simultaneously with the beautiful tenor echo in 106 of the final solo 
phrase, is the beginning of a peaceful orchestral postlude featuring (5) 
and sequential treatment of (ly). In 114, following three repetitions of 
(lQ), (9) returns in the bass and cello seemingly creating a tranquil 
conclusion to D, only to be abruptly terminated by an unexpected harmonization 
of its final note accompanied by an immediate tempo change, demarcating 
the beginning of section E. 
Section E 
Delius now deals with probably the most enigmatic portion of Jacobsen's 
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poem. Its imagery is rich and its import perplexing. Incorporated in 
E_ is stanza four and the first line of stanza five: 
From the poisonous lillies dazzling chalice 
Drank she to me, 
To one too that hath perished 
And to him who now at her feet is kneeling, 
With us all she drank, 
J«>a she drank and her glance then obeyed her, 
From the bond of truth to eternal plighting 
From the poisonous lillies dazzling chalice! 
Now all is past! 
From these lines Delius creates a vague tripartite structure, rather 
indistinct musically but related by the textual repetition present in 
stanza four. 
a - 116-128 - wieder schnell 
b - 129-142 - breiter 
a_' - 143-152 - wieder schneller 
The most significant structural factor encountered in Section E is the prominent 
reinsertion of both textual and motivic material heard earlier in the work -
(2) ®i (j), (7§)/ (KJ). As in Sea Drift and A Mass of Life, Delius employs this 
technique to intensify poetic, musical, and emotional import. Somewhat 
unusual here is the absence of any new motivic material. 
£ Delineated here are the first three lines of text and the 
section is characterized by a highly colorful orchestration. It begins 
with an unexpected string dischord, a harp flourish, and a quick reference 
to (§) in the flutes ana clarinets. The general orchestral accompaniment 
bristles with dotted rhythms, prickly pizzicatos, and is colorfully 
punctuated in 122 by a three measure passage for xylophone. As is 
typical in an animated section such as this, Delius employs extensive 
rapid chromaticism, and although not musically exact, this style returns 
in a'. 
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b The most significant repetition of past material occurs in this 
section with the appearance of (2) and (10) presented in a luxuriant string 
texture. In 128 the occurrence of (2)confirms the strongest musical/textual 
association in the work. After having first appeared at 5 in the orchestral 
introduction, it occurred transposed in augmentation in 56 as accompaniment 
to the phrase "She was like the Jasmin's sweet-scented snow." It now 
returns vividly with this second version at 130, attendant to phrase four 
of stanza four and followed subtly by the same textual phrase from 56, 
creating both a musical and textual enrichment of the emotional climax 
of Section E. b concludes with the return of (lCJ), rhythmically altered, 
in 132 as a soothing accompaniment to phrases five through seven sung 
without interruption by the baritone soloist. 
a_' The evocative mood created from 132-142 is briefly broken m 
143-145 by the textual repetition from the beginning of a_ recalling the 
similar orchestral fabric and a quicker tempo. In 146 the sense of 
melancholy returns as the plaintive oboe statement of (j) prepares the mood 
for the final few measures of Section E. This oboe phrase is answered by 
violin I in 148-152 with two repetitions of (̂ a)(the second of which is 
in augmentation) as accompaniment to the final somber utterances of 
soloist and chorus. After the echo of (7a) in the soprano and tenor in 
149-150, Delius instructs the alto and bass in 150-151 to sing the poignant 
close pppt wie ein Ilauch - almost a sigh. The concluding Bg chord 
moves chromatically to C-, which acts as dominant preparation to the 
opening f minor of the final section of the work. 
Section F 
Delius concludes An Arabesque with an adagio of haunting beauty whose 
evocative orchestration perfectly portrays the naked winter landscape. 
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Now all is past! 
In the ground all snow-bestrewn 
In the tare brown wood 
Stands a lonely thornbush, 
The black winds they scatter its leaves! 
One after another, 
One after another 
Shedding its bloodreddened berries 
In the white, cold snow, 
Its glowing red berries in the cold, white snow. 
Knowst thou Pan' 
Such highly descriptive scenes seem to call forth the finest in Delius's 
orchestrations. Quite distinctive are his extraordinary "woodwind" sonorities 
achieved by high registers, unusual doublings, a stark dissonant harmonic 
pallet, and often combinations with harp and celesta. Equally effective is 
the intense string writing which employs the upper ranges in close spacing 
with subtle chromatic movement. 
This section easily divides into two parts, each with its own distinctive 
orchestral fabric: 
a - 153-161 
b - 162-183 
Delius takes advantage of the textual symmetry in Jacobsen's poem provided by 
the return of the telling phrase "Knowst thou Pan'" to create a subtle musical 
symmetry, recalling (2) in the violas and cellos in the final bars and concluding 
in the opening B major tonality. Obvious, but highly effective word-painting 
occurs as the florid woodwinds in a_ depict the swirling wind and leaves, and 
the high strings and wandering pizzicato ostinato of the violas and cellos 
creates in b a chilling portrayal of the falling bloodreddened berries. 
a The section opens with an f minor chord in the flutes, piccolo, 
and clarinets as background to a swaying oboe figure (vaguely reminiscent 
of the opening of the work) which dominates the first four bars of a_. 
The bleak scene is set as the baritone soloist enters with the first of 
the four lines of text. In 157 the strange woodwind sonority begins, 
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mirroring the undulation of the vocal line, and continues with two 
repetitions of a descending pattern in 159-160 over an E pedal. The 
motion subsides in 161 leading to the distinct sonority shift in 162 
and the beginning of b. 
b Built almost entirely around the viola/cello ostinato and high 
string chords, the orchestral accompaniment here creates a mood of eerie 
monotony for the wandering vocal line. The ostinato is predominantly (li), 
except for the final few bars where(2) returns. (ll) is basically unrepetitive 
melodically but constant in rhythm, falling into a basic two-bar pattern 
from 162-177. Delius closes the work with the chorus, used here again 
in its predominantly responsorial role, creating a fading echo of the 
baritone's final phrases. Once more the instructions wie ein Hauch 
appear. An Arabesque concludes quietly with four repetitions of @ 
which subside into the final B major resolution. 
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Footnotes 
1. Hutching';, p. 113 
2. Beecham, p. 167-168 
3. Hutching^, p. 114 
4. Ibid, p. 113 
VII. REQUIEM 
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COMPOSED: 1914-1916 at Grez and Watford, England 
FIRST PERFORMANCE: March 1922, London, Albert Coates, Conductor 
TEXT: By Delius, based partially on Selections from the Old Testament 
FORCES REQUIRED: Soprano and Baritone solo, SSAATTBB Chorus, Orchestra 
Of all Delius's vocal works, his Requiem has without doubt been the most 
controversial. It has elicited biting commentary from most every author 
who has ventured to offer a critique. Beecham comments-
Let confession be made at once that here we are confronted with 
the most curious flight of futility that ever misled the intelligence and 
deceived the instincts of a great artist. At no point is the invention 
equal to that of any preceding work of similar dimensions, and for this 
reason alone, it is not surprising that it has failed to hold an established 
position in the Delian repertoire Ostensibly a lament for the youth 
of all nations, fallen and still falling in Europe's greatest tribal 
war, it is in reality a polemical attack upon Christian doctrine and the 
generally accepted Christian way of life That he was entitled to hold 
the opinions he cherished so tenaciously was his uncontested privilege, 
but that he should now and later rarely cease to force them upon others, 
was an unattractive manifestation of growing egoism. It is typical of 
the state of self-delusion into which most composers and authors fall 
over the value of their own works, that three years later [1918], in a 
letter to Philip Heseltine, we find Frederick writing: 'I do not think 
I have ever done better than this.'1 
In a possible reaction to Delius's statement to him, we find Heseltine the 
most vehement in his derision of the Requiem: 
From A Mass of Life to the Requiem is indeed a far cry- it is a 
transition from the truly sublime to something very near the ridiculous. 
The text of the Requiem is purely negative and strikes one at first 
sight as being a direct denial of the spirit which all Delius's music 
asserts and proclaims, the living spirit which has found such noble 
utterance particularly in A Mass of Life it remains the weakest of 
all Delius's mature works. In writing it his constructive instinct 
seems to have temporarily deserted him, with the result that for once his 
music seems to have been conditioned by the text rather than the text by 
the music. The music lacks coherence and organic unity as well as the 
text. It is vacillating, uncertain - and contains more than one of 
Delius's very rare lapses into sheer banality.2 
Although most criticism of the Requiem is leveled at Delius's text, it 
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is his music which demands the real evaluation. Close scrutiny reveals 
possibly an entirely different level of emotional and intellectual communication, 
inspired by the overall philosophy of the work. One looks immediately for 
symmetry in textual theme and repetition of prominent musical motifs, however 
their presence does not insure inspired music. A search for a deeper musical 
unity imparted from the philosophical and emotional import of the text, which 
manifests itself in a more subtle plane of awareness, is the key to a more 
satisfying understanding of this work. 
Perception of such a level reveals the intellectual domain of a composer, 
an area which is seldom discerned by the listener, but is oft the private 
domain of the eye and ear of a musical analyist, who probes for deeper under-
standing of more complex or comprehensive means of structure. It is grasping 
and evaluating the depth of this mental medium which fascinates and challenges 
a performer or musicologist. And without such contact with the literal "soul" 
of a composition, there is little chance of an, inspired performance or a 
successful critical evaluation. 
Unfortunately, usually due to the ignorance of imperceptive critics or 
poor scholars, composers are often catagorized as perhaps intellectual giants, 
adequate craftsmen, simple tunesmiths or emotion ridden mdulgers in sound. 
The spiritual depth of Bach's church music, the philosophical import of Wagner's 
Music Dramas or the intellectual torment found in Beethoven's later chamber 
works seem to demand great intellectual probing by scholars and performers alike. 
Yet do works of composers such as Johann Strauss, Saint-Saens or Telemann 
receive the same interest? 
Delius's music is passed over by most as having little intellectual 
content, reflecting only an obsession with saccharine harmonies, motivic 
repetition, and impressionistic moods. Yet, ironically, it is my opinion that 
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contained in his Requiem (the work scorned by all, including his most ardent 
supporters) are instances of great intellectual creativity and sensitivity which 
far outway any failing of text or language, the total perception of which will 
become clear at the conclusion of the analysis when all sections can be put 
in complete perspective. 
Delius's Requiem is divided into five sections in the published edition, 
all of which employ distinct musical motifs.* The individual sections super-
ficially bear little musical interrelation, yet the scope of this is initially 
unclear and will only be clarified at the conclusion of the analysis. Harmonically 
this is the first choral work which employs no key signature and m which tonal 
centers have no real important role in structure and symmetry. Delius's use 
of the chorus is entirely responsorial, with the exception of the openings of 
Parts I and II, reiterating text already declaimed by the soloist. This second-
ary choral role is rather uncommon in his vocal works, occurring significantly 
only in the Requiem and An Arabesque. 
Part I 
Part I easily divides into four sections: 




There is no constant tonality. The work opens with an E open fifth chord; a 
quasi C tonal center appears in A, A' and parts of B_; and £ centers about f 
and d minor. 




Our days here are as one day; 
for all our days are rounded in a sleep; 
they die and ne'er come back again. 
Why then dissemble we with a tale of falsehoods' 
We are e'en as a day, that's young at morning 
and old at eventide, and departs 
and never more returns. 
We are e'en as a day 
that's young at morning and old at eventide, 
and comes again no more. 
At this regard the weaklings waxed sore afraid, 
and drugged themselves with dreams and golden 
visions, and built themselves a house of lies 
to live in. 
Then rose a storm with mighty winds and laid it 
low. 
And out of the storm the voice of truth resounded 
in trumpet tones-
"Man, thou art mortal and needs must thou die." 
Our days here are as one day; 
for all our days are rounded in a sleep; 
they die and ne'er come back again. 
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Section A 
This section consists of an orchestral introduction and two statements 
of the firsc paragraph of the text. Delius employs three significant motifs 
(p, @, and (|) in the orchestral material. A simple three-note idea,@ will 
prove to be of great significance throughout the work; (2)is an antecedent to 
(2k\ which becomes very prominent in A'; and @ is employed only in A. 
The orchestral introduction subdivides into four four-bar phrases. The 
first two are dominated by ©; phrase three begins with @ and ends with the 
introduction of (2); and phrase four, which seems to open with a transposed 
version of (J), evolves into the statement of (|) in the oboes and clarinet which 
leads directly into the opening of the choral material in 16-17 . 
In the opening measures Delius achieves a mood of stark solemnity with a 
highly unusual instance of parallelism. However, in measure 4 typical Delian 
chromaticism asserts itself in the horns, trombones, cellos, and basses. In 
the third phrase he begins with(l), but continues only with its rhythmic 
pattern, introducing new melodic material. The final phrase prepares the 
choral entrance with a rather common-sounding V-I (G7-DM7) cadence. However, 
contained in the implied G7 chord on beat four of 16 is an added sixth (E"-E) 
which delineates an increasingly common chord in Delian music of this period. 
(Every final cadence in the Requiem will contain an added sixth.)* 
The opening choral statement begins in a quasi C major and contains 
basically two musical phrases, although the text has three. Delius has called 
for a double SATB chorus, but begins only with Choir II, adding Choir I at the 
beginning of the second vocal phrase. An orchestral connection between these 
two phrases is achieved with a melodic fragment derived from (3) at the end of 
22 . The vocal parts are basically doubled by the strings, producing a rather 
* Previous Delius vocal works utilize this cadential style very sparingly,-
however, it occurs in I of To be sung of a summer night on the water, and in 
four of the five movements of Songs of Farewell. 
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heavy texture. After two prominent orchestral chords in 26-27 , the second 
choral entrarce occurs, this time with both choirs simultaneously. (The 
double choir arrangement is really only a more convenient method for writing 
in up to eight parts - there is no implied antophonal effect.) 
Following this there are three more musical phrases, and Delius chooses 
to break the third textual phrase in half, causing special emphasis on the 
words "they die". The section ends with another reference to © in 37 in the 
oboes and English horn. 
Section B 
The next two sentences of text are found here, the first of which Delius 
gives to the baritone solo alone, while in the second the soloist is followed 
by the chorus which enters with a repetition (partial musically and complete 
textually) of the solo passage. The section begins unexpectedly with the 
forte pizzicato chord of c in the strings in 37 as the baritone presents the 
first textual idea which hints at the philosophy of the work: "Why then 
dissemble we with a tale of falsehoods'" Sentence two begins at 42 , and a 
more pastoral mood returns as Delius draws a verbal analogy between life and 
the passing of a day in three musical phrases. (4) is prominent as a counter-
melody delineating the first two (41-44 and 45-48 ), and in 50 Delius employs 
a subtly altered version of the solo phrase of 41-42 . 
Next he achieves a beautiful contrast after the four solemn measures, 53-56 , 
which followed the solo statement. The foreboding quality of the horns is 
answered unexpectedly by a full burst of "sun light" as the choruses enter 
in a brilliant treble register accompanied by high woodwinds and whirring strings. 
The Choir I soprano melodic material of 57 is an obvious transposition of the 
solo line in 42 . Again the tonal center is C. The rippling figure in the 
flutes evolves into(|) in 58 , providing accompaniment for the remainder of the 
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choral statement. As the mood switches from "morning" to "eventide", the 
lower register becomes more prominent. The Choir II basses descend to low F, 
and the section concludes with a diminuendo rallentando leading into the third 
stanza of text and C_. 
Section C 
Musically, this section involves significant repetitions of ideas, only 





The text has basically three phrases which correlate with the musical subdivi-
sions in the following manner: 
one a 
two b 
three £, a_' 
The similarity between a and a_' is achieved by a subtle repetition of © which 
is not immediately noticeable. However, b involves a return of (l) which is 
quite obvious. 
a Here the text is stated by the baritone solo and partially 
repeated by the chorus. Musically, Delius begins a much like B, with a 
kind of recitative style. However, in 71 with the introduction of (6) in 
the oboe and English horn and the counter melody in flute I and the violm 
solo, a gradual crescendo begins, culminating in 77 after the entrance of 
the chorus. The baritone line in its latter two phrases reflects the 
melodic contour of (§) as does the chorus line in 74-76 . The sequential 
treatment of(6) is most effective as it eventually permeates the solo violin 
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line in 75 and finally all moving parts. Its triplet figure from 74 
appears in augmentation m 79 . The diminuendo rallentando which ends a 
is achieved with two more repetitions of this same triplet figure. 
b This section follows immediately in 82 with the sudden return of 
(l) (now in 6/4) accompanying the rising vocal line. A tremendous outburst 
is achieved in 87-89 by the rapid orchestral build-up which features the 
stark parallel harmony and voice leading of the opening. Delius obtains 
an interesting choral effect by having the voices enter ffff and suddenly 
attack the word "low" at a f dynamic with a crescendo, creating an exciting 
f-p contrast. After the fermata in 90 only the stirring tympany remains, 
providing the bridge to £ and the return of the baritone solo. 
£ This stark sentence accompanied a bit theatrically by "trumpet 
tones" resolves with the key phrase "Man, thou art mortal". Yet Delius 
creates an unexpected pause in the textual declamation between "mortal" 
and "and needs must thou die". The single bar of repose beautifully 
prepares the return of (6) and the beginning of a_' m 99 . 
a_' Although(6) is initially noticeable as a counter-melody, the musical 
interest soon switches to the chorus and its repetition of the baritone 
solo phrase. A stunning moment occurs when the Choir I sopranos enter 
with the A octave leap in 103-104 , and a choral climax of amazing sonority, 
common only with Delius, is achieved softly in 106 . C ends pianissimo 
in 107 in d minor. 
Section A' 
The d tonality of 107 is followed by its dominant in 108 , as a short 
orchestral interlude prepares the return of the chorus in 115 . In a most 
subtle manner, Delius is actually recalling the orchestral introduction of 
A in these eight bars. Somewhat disguised here are four statements of (l), 
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three beginning on A and the final one (which is quite noticeable in 114 ) on 
D. The intriguing thing here is that Delius is stating (1) in three different 
mensural patterns: the first, which requires five 2/2 bars, is found in 
flute I in 3 08-112 ; the second and third occur in bassoon II, sarrusophone, 
and bass viol, each being of two bars duration, 110-111 and 112-113 ; and the 
obvious fourth statement sounds in flute I and English horn in one bar 114 . 
This is one of several instances in the work of extremely subtle structural 
detail which is most assuredly overlooked. 
From 115-120 Delius repeats almost exactly the choral material of 16-21 
in A, and although most vocal lines are identical, Choir I has been added to 
achieve a fuller sonority. Also present is a counter-melody in the treble 
woodwinds. Heseltine comments, "The opening chorus is repeated and gradually 
swells into a funeral march of great breadth and nobility."3 
In this section the repetition and separation of textual phrases found in 
A are adapted to a new musical pattern, employing extensive sequencing of (gey 
which first appears in violin I and II and Choirs I and II in 122 . This 
motif, basically a two-bar idea, is repeated in various forms seven times in 
122-134 , permeating both the choral and orchestral textures. The effectiveness 
of Delius's counterpoint is revealed in the preparation for the climax in 
125 , as @ ) is partially repeated in 142 against a brilliant rising line in 
the Choir I sopranos. The climax occurs when the two lines unite in a stirring 
repetition of (2̂  m 125 . As the choral lines descend,@ becomes a prominent 
counterpoint in the brass, and at 130 the final choral cadence asserts a c 
tonality. Further orchestral repetitions of the motif conclude m 135 , and 
the mood changes as the melodic interest shifts to a broad, rising line in the 
treble woodwinds, violins I and II, and viola accompanied by @ in trombones 
and bass woodwinds. What may go unnoticed here is that the rising line is an 
obvious variant of (J), thus completing the symmetry of Part I and serving, in 
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its sequential treatment, as a quieting transition to the unexpected uproar 
to follow in Part II. Equally provoking, (la) seems derived out of the ascending 
pattern of(1/ and serves as a counterpoint in diminution to the rising line 
of 0. 
Part II 
Part II, which proceeds without any pause from the end of Part I, 
divides easily into five distinct musical sections, reflecting the five 






One finds two accompaniment motives in this section, (j) and (§} and with the 
exception of C' there is no musical relationship between any of the other 
sections. 
Section A 
This is probably one of the most unusual sections in all of Delius's 
vocal writing, both dramatically and structurally. In his attempt to describe 
the futile outcries of man's religions, he has employed a kind of poly-choral 
structure (SSA vs. TTB) which superimposes the word "Hallelujah" in the female 
choir against the phrase "La il Allah" sung by the men. The initial impact 
of the section is one of shock, as the chorus bursts forth with a sudden 
fortissimo accompanied by a complete brass choir, woodwinds, and agitated 
low strings. The first few measures gives the impression of a stab at poly-
tonality between the choirs; however, the harmony soon suggests a series of 
two-bar units which, after the initial impact, descend in pitch and intensity 
II 
HallelujahI 
Allah, il Allah. 
And the highways of earth are full of cries; 
the ways of the earth bring forth gods and idols. 
Whoso a-while regards them turns from them, 
and keeps apart from all men; 
for fame and its glories seem but idle nothings. 
For all who are living know that Death is coming, 
but at the touch of Death lose knowledge of all 
things, nor can they have any part m the ways 
and doings of men on the earth where they were. 
Therefore eat thy bread in gladness 
and lift up thy heart and rejoice in thy wine, 
and take to thyself some woman whom thou 
lovest, and enjoy life. 
What task so e'er be thine, work with a will, 
For thou shalt know none of these things, 
when thou comest to thy journey's end. 
For all who are living know that Death is coming, 
but at the touch of Death lose knowledge of all 
things. 
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and settle on d minor in 158 . Delius marks the final few bars Nach und nach 
in der Feme verhallend (Gradually dying away in the distance) , as the last 
few repetitions of "Allah" are heard in tenor II against the marching strings, 
leading into B. 
Section B 
This section begins in 166 with © (an obvious outgrowth of the final string 
rhythm of A) in the bass clarinet and bassoon as an ominous counterpoint to 
the baritone soloist. It contains basically two large vocal phrases, as 
suggested by the text, and three more repetitions of © in the accompaniment, 
the last of which provides a bridge to C in 180 . Delius provides an interesting 
emotional transition as he moves effectively from this section's agitated 
response to A m 166-171 to a kind of serenity in anticipation of the bleak 
philosophy to be stated in C_. 
(j) 166 bassoon I 
iW^ 
Section C 
In 181-195 Delius creates a musically effective section, as he states 
simply his view of life and death. The setting contrasts the placid baritone 
melody accompanied by strings with its extended repetition employing the delicate 
texture of the double chorus. Delius's sensitivity to the palette of vocal 
color is seen here, as the melodic line in the soprano and tenor seems suspended 
over the subtle chromatic movement of the wordless choral accompaniment. Adding 
to this quality is his rather unusual use of a large number of repeated pitches 
in the melodic line which enhances the floating quality of the melody. 
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Section D 
Delius's response to the finality and inevitability of death is an 
obvious lust for living, portrayed by the sensual enjoyment of life's 
transitory pleasures, as paraphrased from Ecclesiastes 9:7-10. At 196 
the baritone soloist enters over a stirring counterpoint in the strings which 
is built around® and supported by a surging motif in the cello and bass. This 
brief section seems to be orchestral in conception, as the instrumental phrases 
overlap the textual ones. 
® 196 violin I 
Again Delius provides subtle changes in mood, through tempo and dynamic 
alterations, to accompany the changing emotional tenor of the text. This 
is particularly evident between 207 and 212 . The section ends with the common 
Delian device of stating an accompanying motif in augmentation, a variation of 
(§) in violin I m 215-216 . 
Section C' 
Part II ends quietly with a return of C in 217-218 . Delius now employs 
a more transparent texture than in its first appearance and illustrates again 
his sensitivity to vocal color with the evocative statements of the two textual 
phrases divided between sopranos, altos, and basses. Most effective emotionally 
is the final vocal phrase, which he has instructed the basses to sing aus-
druckslos (without any expression). 
Quite another concept of the later sections of Part II is held by 
Heseltine. He comments, after the frenzied opening: 
Gradually the shouting dies away and the philosopher is left musing upon 
the vanity of the world and its ways - and we are left in sorrowful 
contemplation of the four most dismally uninspired pages Delius has ever 
given to the world.4 
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His remarks seem unfortunately severe and probably reflect his genuine 
distaste for the text that perhaps no one could have set to his liking. 
Part III 
There appears to be some philosophical confusion as to the implied meaning 
of the text in this section, which Delius seems to have derived from the 
biblical Song of Solomon. Heseltine comments: 
The second part of the Requiem [as stated earlier, he considers I 
and II in the published score as one part] begins w^th a song, for the 
baritone solo, m praise of his beloved who was, "like a flower among 
whose fragrant petals love made his dwelling." "I praise her," he 
continues, "above all other women who are poor in their being and so are 
poor in giving too. Were not the world the abode of dissemblers and 
were not men's hearts so impure, then all mankind would join me in 
praising my beloved. She gave herself x.o many and yet remained chaste 
and pure as a flower." This section which is headed "A la grande 
amoureuse" has been thought by some to refer to Death in the guise of a 
lover. But in the absence of any authority for such a charitable sup-
position, one can only regard it as a symptom of revolt against the 
Christian ideal of chastity.5 
It is my impression that Delius refers not to death or a Christian ideal, 
but rather rhapsodizes about his "beloved" - life. This idea is supported by 
the text of Part IV which opens with the phrase "I honor the man who can love 
life and yet without base fear can die." 
The section presents a beautiful rhapsody for baritone solo and it is an 
ideal musical example of Delius's use of motivic material to control structure. 
He employs three related ideas here: (§), @ , and @> <(£§) and(9̂ > seem to grow 
out of the mtervalic pattern suggested by (§).) By far the most significant is 
(§fc) which occurs eleven times, while (f̂ ) appears four times,- and (f) provides 
symmetry with its occurence at the opening, at 279 in a kind of recapitulation, 
and then transposed at 283 . On a larger plane, Delius seems to organize 
the musical motion about the five textual phrases. (Phrase one is repeated 







My beloved whom I cherished was like a flower 
whose fair buds were folded lightly, 
and she open'd her heart at the call of Love. 
Among her fragrant blossoms Love had his dwelling 
and to all who longed, her love she gave. 
Among her fragrant blossoms Love had his 
dwelling. 
I praise her above all other women 
who are poor in possessing, 
and so are poor in giving too 
Were not the world the abode of dissemblers, 
and were not men's hearts so impure, 
then all the world would join me 
in praising my beloved. 
She gave to many, and yet was chaste 
and pure as a flower. 
My beloved whom I cherished was like a flower. 
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Harmonically, the music seems to flow effortlessly, with no prominent 
tonal centers. However, Delius shows a predilection for major chords with 
an added sixth. As mentioned earlier, every final cadence in the four move-
ments of the work ends with such a chord (Parts II through V end this way 
while Part I moves directly into II without a cadence), and here he uses 
them prominently throughout the movement. The most significant instance 
occurs at the opening, where a suspension resolving on beat three to a C 
chord plus A prepares the delicate mood of the text. 
The first two textual phrases are set consecutively without a break. 
Almost hidden in the orchestral accompaniment is the initial appearance of 
(5̂ > in 231 . In 234 @ ) occurs, and both motifs are then repeated with(f^ 
extended and stated quite prominently at the climax of phrase two in 238-239 . 
Phrase three is introduced in horn II by a subtle chromatic variant of (§) which 
has appeared quite unnoticed in horn II and viola in 230 . Delius also 
utilizes a two-bar repeated harmonic pattern built on a suspension over a 
C triad similar to that found in the opening at 228-229 . However, the chord 
now resolves to c plus A instead of the former major chord. The harmony moves 
quite directly from the c tonal area through B (V of E) in 242-243 to climax 
in E in 244 . Two distinct statements of (|B) occur as well as two uses of the 
initial mtervalic pattern in the strings in 242 and in the solo oboe in 243 . 
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The dynamic climax of the movement follows as Delius introduces the chorus 
to restate the first half of phrase three. (§£) provides a bridge in 249 and 
the e tonality of 249 proceeds via a D̂  (V of G) chord on beat four of 250 to 
its relative G in 251 . Propelled by(9̂ ) in 253 , a thri]ling climax follows 
and features, in 255 , the only statement of (9t3) which utilizes the interval of 
a major third. (This is the normal form of (?k and is what distinguishes its 
opening from that of (f^.) A second statement of @ ) occurs in 257 , corresponding 
metrically to the pattern established in the solo statement of this phrase 
in 244-246 . 
After the rallentando, phrase four begins Piu lento in 258 . The accompani-
ment is chromatic and the energy builds to another statement of (95) which serves 
as a soaring link to phrase five. Delius now recalls the earlier dogma of 
Part II which is supported by a martial quality m the orchestra, building to 
the thrilling solo climax of the movement in 269-271 . As is typical of Delius, 
the orchestral climax (the soaring return of @)) occurs before the climax of 
the vocal line in 270 , thus producing a heightened intensity. @ ) is repeated 
again in 271 , reiterating the pattern established in 244-246 and 255-257 . 
The final phrase follows directly, as the whole emotional climax begins a 
gradual decline. (9b)is heard in 273 in the English horn and a bar later an 
extended version of(5a) echos in the flute. An effective close to the movement 
is achieved when, after the harmonic sequence in 277-278 , Delius quietly 
recapitulates the opening material, now accompanied by a beautiful suspended 
phrase in a solo horn. The two-bar harmonic pattern of 279-280 is repeated 
a fourth higher in 283-284 , joined by an echo of the final vocal utterance in 
oboe I at 284 , and followed by the final sound of (§) (now in augmentation) in 
the English horn at 285 . As in Part II, Delius calls for the music to gradually 
fade - a distant tympani sounds the close over dying strings. 
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Part IV 
In contrast to III, Part IV is mainly for soprano solo, with occasional 
choral interjections. Delius praises the man who loves the world and has no 
fear of death. He paints the analogy of the coming of night and the approach 
of death, likening it to a long, dreamless sleep. He expresses a pantheistic 
view which declares the spirit of the entire work: 
And the passing spirit sings but this only: "Farewell, I loved ye all!" 
And the voices of nature answer him: "Thou art our brother 1" 
The movement ends with Nietzschean imagery describing the return of the 
soul from whence it came: 
And so the star of his life sinks down in the darkness whence it 
had risen. 
The musical structure of the movement is again ordered around the textual 
phrases, and a fermata in 340 provides a dividing point withm the movement. 
There is only one prominent motif, (ll), and this is employed numerous times. 
Delius, however, utilizes several short ideas m response to the text, including 
(K), a repetitive horn passage which seems associated with Delius's portrayal 
of nature. 
36) 317 horn I , I I 
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££ i j f i f c 2 
After the quiet close of III, Part IV begins quite unexpectedly with a 
forte e triad in the tr-mpets, attacked sforzando. The soprano soloist declares 
the first phrase over a rather transparent orchestration, and continues Ziemlich 
langsam with the second which soars to a high G. The full chorus enters 
innediately, repeating the soprano climax accompanied by the entire brass of 
IV 
I honour the man who can love life, 
yet without base fear can die. 
He has attained the heights 
and won the crown of life. 
The crown! 
I honour the man who dies alone 
and makes no lamentation. 
His soul has ascended to the mountain top, 
that is like a throne which towers 
above the great plains that roll 
far away into the distance. 
The sun goes down and the evening 
spreads its hands in blessing 
o'er the world, bestowing peace; 
And so creeps on the night that whelms 
and quenches all; the night that binds 
our eyes with cloths of darkness,-
binds them in long and dreamless sleep; 
Dreamless sleep, thou that art death's twin brother. 
Long, dieamless sleep. 
And the passing spirit sings - but this only: 
"Farewell, I loved ye all!" 
And the voices of nature answer him: 
"Thou art our brother!" 
And so the star of his life sinks down 
in the darkness whence it had risen. 
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the orchestra. 
Following the punctuation of two forte brass chords, a quieter mood returns, 
and the soloists answer with the third phrase. The textual reference to "lamen-
tation" is echoed in the orchestra, somewhat artificially, by the sighing 
figure in the flute, oboe, and English horn at 304-307 . The next phrase 
speaks of the soul's ascendence to the mountain top, and Delius employs effective 
divisi writing for the strings in a very high register to portray the imagery 
of the text. The same kind of intense string writing appears in the opening 
of Part V where the text again refers to mountain heights. Also present in the 
orchestra is (1(3), a horn passage in 317-321 which appears in several variant forms 
in Part V. The vocal line for this phrase is beautifully conceived, matching 
the intensity and emotion of the orchestral accompaniment. 
At 320 Delius begins the comparison of death to night. A long rhapsodic 
solo passage follows, gradually decreasing in dynamic intensity and pitch, 
accompanied by nine repetitions of (T3), a descending motif obviously correlated 
pictorially to the text. At 321 , at the beginning of the vocal phrase, Delius 
makes a subdued reference to the string passage of 308-309 , and in 337 the 
chorus once again appears with a reiteration of the solo text. The choral 
sonority achieved by a five-part minor ninth chord attacked pppp is highly 
effective. 
Following the fermata in 340 (which occurs at the low-point in the melodic 
contour of (ll)) , Delius writes a vocal line of simplicity and great beauty which 
captures perfectly the textual mood. In 347 , vocal animation and the increased 
harmonic intensity anticipate the choral declamation "Thou art our Brother" in 
350 which is the emotional high point of the movement. A sudden change takes 
place in 351 as the forte, full choral/orchestral sonority is replaced by a 
plaintive return of an altered form of @ in oboe I followed by the soloist, 
who utters quietly the final phrase of the movement. The somber ending is 
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completed by a last poignant repeat of the altered form of (Q), now in 
augmentation, by the bassoon answered by two muffled strokes of the tympani. 
It is interesting to speculate whether Delius purposely transformed (D) 
to correlate with the text, or whether it was simply a musical accomodation to 
the accompaniment of the final vocal phrase. In its original form(T3) included 
two more pitches, the last of which created an ascending motion almost as if 
to suggest the transience of night. However, in the final phrase, where the 
text speaks completely of death, the motion is only down - the last two pitches 
no longer appear. 
Part V 
The concluding section is a rhapsody of spring, in which is portrayed 
the awakening of Nature from its winter sleep. Finally, the chorus 
breaks into a chant of the eternal recurrence of all things in Nature and, 
after a very strange passage of wistful looking back in an overwhelming 
moment of regret and doubt, the work ends peacefully to the sound of 
distant bells and cuckoo calls.6 
Delius seems always at his best in describing nature. This is attributed 
not so much to an interest in the musical environment of the time (French 
Impressionism), but rather to the very soul of a man who from his earliest 
years had an impassioned love for the natural world. His youthful exploration 
of the Moors, the summer mountain trips in Scandinavia, the moist nights in the 
Florida Everglades, sleigh rides and idle floating on the river m Grez have 
all found their way into his compositions. The final movement of the Requiem 
seems wonderfully imbued by this communion. The imagery is rich, and there is 
an exuberance of spirit rarely so intense. If it were not for one slight 
reference to death and an impassioned out-cry in the orchestra at the last 
(450-460 - Heseltine's "overwhelming moment of regret and boubt"), the final 
movement of this Requiem would pass for a glorious hymn to spring and the 
sonorous recurrence of all nature. 
V 
The snow lingers yet on the mountains, 
but yonder in the valleys the buds 
are breaking on the trees and hedges. 
Golden the willow branches 
and red the almond blossoms. 
The little full-throated birds 
have already begun their singing. 
But hearken, they cannot cease for very joy 
from smgmg a song whose name is Springtime. 
Springtime! Springtime! 
The woods and forests are full 
of coolness and silence, 
and silv'ry brooklets 
prattle round their borders. 
The woods and forests are full of silence. 
The golden corn awaits the hand 
of the reaper, for ripeness 
bids death come. 
Ripeness bids death come. 
Eternal renewing; everything on earth 
will return again. 
Everything on earth will return again, 
ever return again. 
Springtime, Summer, Autumn and Winter: 
And then comes Springtime -
and then new Springtime. 
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For the first time, Delius combines all of the vocal forces; the orchestration 
becomes its most luxuriant with the addition of the celesta and glockenspiel; 
and the structure reaches its greatest complexity. The movement divides into 







Delius employs five major motifs (0>, (T3), @, @ , @ , a number of brief re-
curring patterns, and makes significant reference to material from other 
movements. There are harmonic relationships within sections, but nothing 
which pervades the entire movement. 
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It was stated earlier that the Requiem contained certain structural 
details which were not readily apparent to a listener and which demonstrated 
a keen intellectual ordering of the work. It is hard to know how much of 
this Delius managed subconsciously and how much was created specifically to 
establish certain textual or philosophical relationships. However, the final 
movement of the work exhibits at least two provoking musical/textual relation-
ships which are hard to discard as insignificant. The first occurs in the 
initial measure of the movement. Delius begins his rhapsody to spring by 
picturing the snow on the high mountains. Musically, the six-bar introduction 
is built almost entirely on the repetition of the interval of an ascending 
whole step. This simple melodic unit which appears in(l]), (12), and significantly 
in E_ seems to have a constant association with the motions of life. This 
concept is further clarified by the musical contrast provided at the end of 
D_. The second of these encompassing relationships involves the return of (i), 
the solemn "funeral march" theme from Part I which will recur several times 
throughout Part V. In p_ and E it appears to be purposefully transformed, 
possibly illustrating an extra musical/philosophical relationship that unifies 
the entire work. 
Section A 
The movement begins with an orchestral introduction of simple, haunting 
beauty, evolving from the motivic idea of the first measure. The three two-bar 
ideas create a highly evocative mood for the rapturous baritone line to follow. 
In 369 the baritone begins the exuberant narrative of the arrival of spring, 
accompanied by a flowing quarter-note figure in the lower strings. Six bars 
later the soprano soloist replaces him, as the accompanying rhythms become 
more animated in anticipation of 379 and the entrance of (l|), which will dominate 
the orchestral texture throughout the remainder of A. The ensuing solo soars 
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with a joyou'3 out-pouring, climaxing in 386 , and is followed immediately by 
the chorus which reiterates the thrilling solo line. In 389 the men's voices 
leap to their upper register, increasing the intensity of the final utterance 
of "springtime" in 390 . It is interesting to notice here that the extreme 
tessitura Delius used for setting this word was not quite as difficult to sing 
with the more open vowel of the original German "Fruhlmg". (This point is 
even more telling with the more demanding setting found in D.) 
The orchestration for this section is stunning, being probably the most 
brilliant use of orchestral color in the work. Also significant is the constant 
use of the ascending whole-step, both in QJ) with the doubling celesta and 
trumpet parts, and in the subtle repetitive rising lines in violm I. Delius's 
harmony from 379 to the end of A is deceptively simple, as the quartal chord 
first heard in 379 is repeated almost continuously, creating harmonic motion 
by its rapid transposition. The only variant occurs in 387 and 389 when a 
second chord is introduced to increase harmonic tension and create a rising 
whole-tone progression in 389-390 . 
Section B 
A sudden drop in dynamic from ff to pp demarcates the beginning of B, which 
subdivides into three parts, a, b, and £, reflecting the three textual phrases 
present. 
a Phrase one is simply four bars consisting of the repetition of a 
two-bar accompaniment figure featuring a flowing descending passage m 
violin II and viola which is reminiscent of the cello figure in 369 , and 
two statements of (lk), an arch line in violm I, which melodically resembles 
(5). Also present in the accompaniment is a horn figure suggestive of (T5) 
which utilizes the whole-step. The vocal line, now sung by the baritone, is 
more subdued as it speaks of "cool forests". 
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b A one-bar bridge evolved from the flowing accompaniment figure of 
a prepares the entrance of the second phrase in 396 . Also heard here 
is (13)which is repeated sequentially four times with slight variation, and 
the chorus which enters in 398 repeating phrase one m counterpoint to 
(13) in 399 and 400 . 
£ With phrase three Delius combines the orchestral material of â  and 
b to provide accompaniment. From 401 to 404 he re-introduces almost the 
entire accompaniment of a_, in the same tonality and including the horn 
passage and (l̂ > in two forms - one augmented in violins I and II and the 
other slightly varied in the oboe and clarinet. From 404 to 407 ,(l3) is 
heard again three times. The vocal line is intense, climaxing with the 
reference to death in 406 , and it is answered by the chorus which echoes 
itself with the repeat of the soprano descending fifth of 408 in 409 . 
(The baritone actually had the fifth first in 406 .) 
Section C 
This section is quite short and contains in the text the proclamation 
of the eternal renewing of nature, stated first by the baritone soloist and 
then triumphantly by tne chorus. The music grows quietly from the final 
phrase of B, moving with majesty to the rhythm of the bass as the treble 
counterpoint reveals subtle associations with past material. The clarinet 
passage in 410 , answered by the flute in 412 and present in augmentation 
in violin I, bears a great resemblance to the soprano choral line of 407-408 . 
Likewise, the horn figure from section a of B appears in 411 , and in 412 (1^ 
returns in its variant form, matching exactly its first appearance in 401 . 
The stirring choral climax which follows is accentuated by the rising lines 
in the upper strings and brass, and after the ff climax in 419 , a gradual 
calming leads to D in 421 . 
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Section D 
The final textual section of the Requiem reveals the subtlest use of 
structural relationships in the entire work, the majority of which are 
difficult to perceive unless the dynamic balance among the parts is properly 
achieved. The section is subdivided into three parts, a_, a_', and b, the 
first two of which are quite similar, while the third presents a marked 
musical and emotional contrast. The structure of a and a/ is dominated by (Q), 
a theme which is repeated five times and whose final three pitches take on 
extra significance. These three notes make an ascending passage which is 
associated with the choral entrances throughout a_ and a' and which also appears 
to be a major variant of (I)- (ic). Is it possible that from the solemnity of 
the opening measures of the Requiem where (l) is first heard Delius has now 
transformed the motif to correlate with the exuberance of spring? Its re-
appearance in E adds further evidence to this view. Delius delineates the 
beginning of a and a' with the repetition of (£|>, a simple clarinet figure, 
beside which is written the word kuckoo in the orchestral score! 
a_ To perceive the shape of this section, it is best to regard the 
use of (15), (T5), and the harmonic progressions. (l4) appears almost unnoticed 
in 421 , harmonized by a c$j tonality and growing out of the close of C; 
and in 424-425 the relationship between(l^) and(lc)becomes clear, as the 
final three pitches of (14) are echoed as (lc) a bar later in the English horn, 
bass oboe, and harp. It can also be seen that the soprano line of the 
choral phrase in 425 comes from (5^ as well. In 426 an abrupt shift to an 
e-j harmony occurs, and (l̂ ) appears again, now in the flutes, oboes, and 
English horn. The same relationship between (Q) and(lc) occurs, with the 
repetition now in violm I and the chorus in 428-429 , harmonized by a 
By chord. 
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From 431 to 435 three more statements of(lc) occur m counterpoint to the 
solo/chcral phrases and unrelated to (14), thus proving the independence of 
(lc)as a motif - in 431-432 in flute, piccolo, and oboe I; in 432-433 in 
horns I and V; and in 444-445 as a bridge to a_' in English horn, bass oboe, 
bassoon I and II. Also present in a is (l|, the kuckoo motif, in 422 ; the 
static chordal horn passage reminiscent of (id); and the prominent ascending 
sixth in the soprano solo line. Delius's use of the vocal ensembles is 
most effective. The soloists now sing together, and the answering choral 
passages have wonderful sonority, especially at the initial p dynamic. 
a' Modulating again by the leap of a th^rd, a_' begins in 436 with 
an e (with a lowered fifth - F) pivot chord in 435 . As expected, (l4) and 
(15)re-appear as before following an Eg pivot chord in 439 ; however, 
the(I5) echo is missing. A shift to a hj harmony takes place in 440 and, 
likewise,@) is restated, now by the treble woodwinds and again without(1^. 
With the pick-up to 446 , (14) is stated for the final time, with the full 
woodwind compliment in counterpoint to the final phrase, (lc) is entirely 
absent in a', however the chorus does make use of its pitches in 441-442 
from the end of (l̂ ). 
One further detail of interest is the architecture of the final vocal 
climax on "Springtime" in 446-447 and 448-449 . (As mentioned earlier, 
the original "Fruhling" is much easier to sing at this extreme tessitura.) 
Delius accompanies the initial solo climax with a string counterpoint and 
chromatically related chord progression (D, E*3, E, F, E, E ) in the brass, 
harp, and celesta. The two measure pattern is repeated identically in 
448-449 with the chromatic progression now utilized for the choral line. 
It is curious here why he chose to have the chorus move entirely by half-
steps in all parts when the voice leading of the chord progression in the 
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other instruments seems so much more interesting. 
b m e final section of D introduces an unexpected moment of intense 
dissonance, creating a mood of despair and regret for the finality of 
death. The ascending whole-step which seemed always to be associated with 
life is now replaced with four harsh, descending half-step appoggiaturas 
whose dramatic and emotional effectiveness is heightened by sharp dynamic 
contrasts. 
The section consists of harmonic motion from D to E D in 450-453 and 
from E^ to D in 453-459 . The initial movement comes with the stark brass 
passage which begins with a Djjj harmony and leaps by third, second, and 
sequentially by fourth to end on E"^. The // D against this Eb chord 
resolves downward, and the dissonance is answered by a somber E^. . 
After a repetition, everything descends chromatically, as the appoggia-
tura is now dissonant to a D| chord and answered first in 458 by an PPA 
chord and then pathetically in 460 by a B^+ chord over a bass A*5. 
Delius's emotional out-pouring in this final section is quite reminiscent 
of the bitter climax of Sea Drift when the solitary bird realizes that his 
waiting has been for naught. In Sea Drift this section is dominated by 
a similar descending appoggiatura motif, climaxing with the cries "O darkness! 
O in Vain!" 
Section E 
Not unlike the mood of calm which follows in Sea Drift, Delius chooses 
to end his Requiem with a tranquil passage whose hypnotic quality is 
created by five ostinatos repeating over a sustained harmony of D with 
an added sixth. A solo oboe phrase supported by string harmony begins 
this final section, answered in 463 by flutes whose melody evolves into 
ostinato _i in 467 . In 465 the remaining ostinatos begin: 
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ii - @ ) in clarinet I, horn V and harp 
iii - (£) variant related to (l̂ ) and (lc) in violin I 
iv - arpeggio figure in the celesta 
v - glockenspiel figure 
Likewise in 467 , the horn passage from B, (JB̂  returns. 
Obviously, the most interesting factors in this final section 
concern possible philosophical associations. The prominent rising 
second denied by the harsh outbursts of the end of D returns in ostinato 
i , and most significantly, the calm acceptance of life's inevitable end 
in death seems suggested by the transformation of(3) from its original 
somber form in Part I into major in the violin ostinato. The musical 
effectiveness of E is greatly enhanced by the creativity of Delius's 




1. Beecham, p. 172-173 
2. Heseltine, p. 114-117 
3. Ibid., p. 117 
4. Ibid., p. 118 
5. Ibid., p. 118-119 
6. Ibid., p. 119-120 
225 
VIII. SONGS OF FAREWELL 
COMPOSED: 1930-1932 
FIRST PERFORMANCE; 1932, Courtauld-Sargent Concert, Malcom Sargent, Conductor 
TEXT: From Leaves of Grass of Walt Whitman 
I - Memories and Out of May's Shows Selected from Sands at Seventy 
II - From Montauk Point from Sands at Seventy 
III - Passage to India - part 9 (excerpts) 
IV - Joy3 Shipmate3 Joy from Songs of Parting 
V - Now Finale to the Shore from Songs of Parting 
FORCES REQUIRED: Double SATB Chorus and Orchestra 
It seems only fitting that Delius chose a work with voices for what was 
to be his final composition and noblest achievement. This was the medium of his 
most profound and heartfelt statements, though possibly not the most successful 
or even critically acclaimed, yet those to which throughout his life he devoted 
the highest energy. 
Because of the highly poignant and unusual circumstances surrounding its 
composition, more is known about Songs of Farewell than any other Delian work. 
We are provided in Eric Fenby's moving account Delius as I Knew Him an extraordi-
nary portrait of Delius the man, and of the incredible task of trial and error 
dictation undertaken by amanuensis and composer. No one can hope to fully 
appreciate or understand Songs of Farewell without reading Fenby's account, and 
the following excerpts are included only to provide some background: 
In 1928 Delius had accepted my offer to try to help him find a way 
to resume to composition after two years inaction through blindness and 
paralysis. The orchestral work of A Song of Summer and the Sonata No. 3 
for violin and pianoforte were the chief fruits to date of that collaboration. 
When, however, I had read the text that Mrs. Delius had selected and copied 
out previously from Walt Whitman's Leaves of Grass, and seen the paucity of 
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musical material Delius proposed to use as a basis for a work for double 
chorus and orchestra - a few odd phrases jotted down on billheads on his 
last walking-tour of Norway, and groups of chords ringed "good" - my heart 
sank. 
He had already insisted on dictating orchestral music directly into full 
score without a preliminary piano draft. Yet, realizing his dislike of 
treating the choir and orchestra as separate entities complete in them-
selves, I could not conceive how eight vocal parts were to be shaped 
and threaded into the orchestral texture in a balanced whole. Nor how, 
working so slowly from bar to bar, he would prevent disorder and lack of 
tension between the parts. 
Instinct gradually led the way. After months of trial and error, with 
never more than a few bars to show for hours of work, and only then 
when Delius felt well enough to be carried up to the music-room to dictate, 
the score was finished.-L 
...in the first three movements, the composer gives voice to the 'silent 
backward tracings,' the 'meditations of old times resumed - their loves, 
joys, persons, voyages,' that delight the heart of man in the twilight 
of his days. The great forces of Nature are saluted in turn, and in the 
fourth and fifth movements, with a joyous leave-taking, the old sailor, 
bidding farewell to 'land and life,' speeds from the shore upon the endless 
chartless voyage of Death to the sound of the hushed voices of his friends 
in the final pianissimo chord, 'Depart!' A more cheerful note is struck 
at the thought of Death in this work than in the Requiem, the most depressing 
choral work I know.2 
Evaluating the work objectively Beecham comments: 
The only epithet that can be applied to this strangest of collaborations 
is - heroic. But it would be idle if in our admiration for the remarkable 
qualities of the two participants we ignored the plain fact that it gives 
us little of Delius that we did not know before; and even that little does 
not ring with the sound of unadulterated inspiration. Let us honour it as 
a noble experiment and leave it at that. It remains only to say something 
about the man himself.^ 
He added-
Unexpectedly under the circumstances, we find in them a streak of hard 
masculine vigour, reminiscent in mood and fibre of some of the great choral 
numbers in A Mass of Life.^ 
Hutchings observed: 
Concerning the proud spirit of these Whitman settings there is little to 
say, except that they are the last choral legacy of the composer who wrote 
the "Mass of Life", and that, when the arrival of his amanuensis made 
possible an Indian summer after the mam musical harvest, nobody could 





How sweet the silent backward tracings! 
The wanderings as in dreams - the meditation of old times resumed -
their loves, joys, persons, voyages. 
Out of May's Shows Selected 
Apple orchards, the trees all cover'd with blossoms; 
Wheat fields carpeted far and near in vital emerald green; 
The eternal, exhaustless freshness of each early norning; 
The yellow, golden, transparent haze of the warm afternoon sun; 
The aspiring lilac bushes with profuse purple or white flowers. 
II 
From Montauk Point 
I stand as on some mighty eagle's beak, 
Eastward the sea absorbing, viewing, (nothing but sea and sky,) 
The tossing waves, the foam, the ships in the distance, 
The wild unrest, the snowy, curling caps - that inbound urge and urge 
of waves, 
Seeking the shores forever. 
Ill 
Passage to India 
(excerpted from #9) 
Passage to more than India! 
Are thy wjngs plumed indeed for such far flights? 
0 soul, voyagest thou indeed on voyages like those? 
Disportest thou on waters such as those? 
Soundest below the Sanscrit and the Vedas? 
Then have thy bent unleash'd. 
Passage to you, your shores, ye aged fierce enigmas! 
Passage to you, to mastership of you, ye strangling problems.' 
You, strew'd with the wrecks of skeletons, that, living, never 
reach'd you. 
Passage to more than India! 
0 secret of the earth and sky! 
Of you 0 waters of the sea! 0 winding creeks and rivers! 
Of you 0 woods and fields! of you strong mountains of my land! 
Of you 0 prairies! of you gray rocks! 
0 morning red! 0 clouds! 0 rain and snows! 
0 day and night, passage to you! 
0 sun and moon and all you stars! Sinus and Jupiter! 
Passage to you! 
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IV 
Joy3 Shipmate3 Joy'. 
Joy, shipmate, joy! 
(Pleas'd to my soul at death I cry,) 
Our life is closed, our life begins, 
The long, long anchorage we leave, 
The ship is clear at last, she leaps! 
She swiftly courses from the shore, 
Joy, shipmate, joy. 
V 
Now Finale to the Shore 
Now finale to the shore, 
Now land and life finale and farewell, 
Now Voyager depart, (much, much for thee is yet in store,) 
Often enough hast thou adventur'd o'er the seas, 
Cautiously cruising, studying the charts, 
Duly again to port and hawser's tie returning; 
But now obey thy cherish'd secret wish, 
Embrace thy friends, leave all in order, 
To port and hawser's tie no more returning, 
Depart upon thy endless cruise old Sailor. 
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An overview of the structure of Songs of Farewell reveals five separate 
movements which are basically dissimilar, but containing certain motivic ideas 
which occasionally reappear. The luxuriant choral texture combines homo-
phonically with the instruments throughout most of the composition, creating 
a sonority of unusual richness and warmth which is also capable of great power 
and emotion. 
Harmonically, the work is to a certain degree conservative in light of 
earlier compositions. It opens and closes with the same tonality, and although 
there are no key signatures employed, an unusual amount of tonal symmetry exists 
within the movements and throughout the work as a whole. 
Another characteristic, which also adds to the difficulty for successful 
performance, is the extended use of a demanding tessitira. Fenby expressed 
his concern over this factor at the initial performance of Songs of Farewell, 
and his commentary also provides his personal insight into Delius's common 
use of this technique: 
There was, however, this that worried me - the high soprano C at the 
climax 'Away, 0 soul, hoist instantly the anchor!' This was not the 
instance of a very high note coming in the stride of a work which other-
wise kept for its intimacies within the middle compass of the voices, but 
a work in which even the quieter and more contemplative numbers were equally 
highly pitched. I do not think that it ever occurred to Delius that m 
these long rhapsodic passages the singers might need to take breath from 
time to time, any more than in a similar passage marked fortissimo, in a 
work like A Song of the High Hills, the trombone players might be given 
but one beat's rest in which to get their wind. Delius's entire output 
abounds in examples of this careless disregard for the limits of the human 
agency in performance. Again and again I had noticed, when working with 
him, that there was always a tendency in him to force up the pitch, par-
ticularly whenever the music became more animated. Sometimes he would 
even o'erleap his climax before reaching it! I have often wondered 
whether to attribute this failing to the deafness in one ear which em-
barrassed his latter years, or to his lack of the sense of perfect pitch.6 
I 
The first movement divides basically into two major sections, A and B, 
reflecting the two poems utilized for the text. Each of these sections can 
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also be subdivided and has associated motifs: 
A - beginning to 32 
a - beginning to 17 - (T), ®, ® 
b - 17 - 32 - (p, (D, (D 
B - 33-59 
a - 33 - 42 - (3) 
b - 43 - 59 - (|), (|) 
The movement, which begins with but a single D major+B (added sixth) chord, 
contains two of Delius's most effective choral cadences, utilizing in both 
instances an exquisite sustaining soprano line suspended over delicate orchestral 
murmurmgs. 
Section A 
a This opening subsection which sets the initial two phrases of the 
first poem, begins with limited textual/musical imitation in the chorus. 
With the entrance of soprano I and the highest point in the choral phrase, 
a gradual chromatic descent leads to the unexpected cadence in 12, featuring 
the augmented fifth leap, and re-establishing the opening D tonality. The 
accompanying orchestral material presents various versions ofQ) in the 
woodwinds and simple doubling of the chorus in the strings, a concludes 
with(2) in 12 in the harp, cello, and baritone, followed by the five measure 
pattern derived from (3) sounding over the sustaining strings and chorus. 
b The remaining phrases of the first poem are set homophonically, 
describing a rising line of increasing chromatic intensity, climaxing in 
23 with a striking choral sonority. The major second dissonance dissolves, 
relaxing the harmonic tension and leading to the lazy triplet setting of 
the final word. (T) again appears in the woodwind accompaniment and analogous 
to a, the section concludes with(2J and Q) repeating over the sustaining 
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D major of the strings. In 32, the oboe enters withQ, providing a solo 
transit_on to B_. 
Section B 
a This section is characterized by a gradual increase in energy, 
reflecting the chromatic ascent in all voices from 36-41, and (3) is heard 
briefly in 33-35 in the flutes and oboes. The tension builds through 
42 where the sweeping violm lines lead to the "Largamente" climax of the 
first movement. 
b This climactic section is structured about sequential repetition 
of (4) which enters at the Largamente , dominating first the orchestral 
texture from 43-49, and then the final choral phrase in 50-53. Effective 
rhythmically is the eighth rest which Delius adds to the choral version 
of(3) in 50, dramatizing the dynamic apex of the movement. 
The energy subsides after the final statement of (4), in soprano I in 53, 
leading to the beautiful soprano cadential phrase. An ornamented version 
of (X) appears in the woodwinds in 54, and the movement concludes peacefully 
on the D major+B harmony of the opening. 
II 
Of all the movements of Songs of Farewell this is probably the most 
perfectly balanced and wedded to the import of the text. It is a statement 
of great emotional impact derived from an inspired musical portrayal of a 
text of vivid description. Its structure suggests a magnificent arch, shaped 
by tonal symmetry and the gradual building and subsiding of energy, and divided 
by a stirring climax of great intensity and agitation. Prominent are two 
motifs,(§) and @, both of which have sequential variants. 
The movement opens with a memorable cello phrase, diatonic in simplicity, 
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yet unfolding with great breadth and grandeur, its subtle undulations suggesting 
the sonorous rhythms of the sea. Delius seems to expand one's vision skyward 
with the entrance of the violins in 64, evolving over shifting harmonies and 
sequential repetition of @, a phrase of great emotion, created from subtle 
appoggiaturas. 
In 69, over a C pedal, the horns enter with (§), an obvious inversion of (§), 
which leads to the pianissimo choral entrance in 71. The next nine bars unfold 
about three measure repetitions of (§)and a slow harmonic descent from C through 
B" to A, accompanying a choral phrase of grcrt simplicity and beauty. From 
77-80 the gradual ascending violm line again broadens the sonority skyward 
in reference to the text. 
As ©shifts to the violins in 81 and the harmonic rhythm quickens, an 
ascending chromatic line and tightened choral rhythms respond to the agitation 
suggested in the text. The movement's climax occurs between 85-89 as the chorus's 
descending chromatic line is joined by @ in the horns and the swirling tremolo 
figures in the strings. 
As suddenly as it began the tempest slackens in 90, leading to the piu 
tranquillo in 91 and the variant return of(§)in the cello and bassoon. A 
beautiful descending choral phrase follows in 91-92, echoed by the violm which 
leads to the true return of (f) in 93 and the mood and tonality of the opening. 
The final orchestral passage is rich in emotion as the last utterances of 
©ascend peacefully over © in diminution to the total calm of the concluding 
C major+A tonality. 
Ill 
Partially analogous to II, this is the only other movement which begins 
and ends with orchestral material, however any internal symmetry is basically 
lacking. The movement begins simply and culminates into the most emotionally 
charged moment in the entire composition. A ]engthy orchestral postlude 
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follows which fades to a pianissimo over sequential repetition of a second 
"sea" motif, (g), which is obviously derived from (5). The movement can be further 
characterized after the initial calm by a progressive series of choral outbursts 
of sudden energy, built about repetitions of two other distinct rhythmic motifs, 
(§) and (§), and driving to an eventual climax of incredible vocal/orchestral 
intensity. 
Delius's harmonic language is quite varied, employing the usual chromaticism, 
an amazing series of third inversion dominant seventh chords, and even an oddly 
mundane sounding V^-I cadence. A fourth prominent motif, Q), controls the 
orchestral prelude, and also present is an isolated reference to @. 
Examined in detail, the movement reveals distinct subdivisions: 
Prelude 98-110 - <3) 
A 111-122 - g , <3 
B 123-138 - (§), (§', ([§) 
C 139-160 - {§> @, (fc> 
Postlude 160-177 - © 
Prelude 
Scored entirely for divisi strings, this section is constructed about 
repetitions of © interspersed with connecting material. It begins quietly, 
yet with great intensity, with(7)in the violins, followed by a second statement 
of the violin II line in the viola. The effect is quite striking due to the 
unexpected string sonority and Delius's use of the distant harmony of Ĝ> major 
following the C major conclusion of II. 
Three repetitions of a three note pattern follow, the first two occurring 
in violm I while the third answers in the bass and cello. A rising line 
leads to the third and fourth statements of (7), stated sequentially and 
intervalically altered, and a second bass-cello figure ascends in preparation 
for the final repetition of (j) in 108-109. 
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The Prelude uses an economy of means yet its simplicity carries great 
emotion, preparing beautifully for the quiet choral opening in 111. 
Section A 
This section presents an effective contrast of sonority following the 
string Prelude, with the warmth of an unaccompanied choral texture against 
repetitions of (9) in the cello. It functions like a texted counterpart to the 
Prelude, presenting in the first three lines of the text a mood of calm and a 
scene of natural splendor. The sea is of course represented by the subtle 
undulations of (§), and Delius has cleverly exposed in the first choral measure 
a rhythmic motif, @, whica will become the dominant ingredient of the orchestral 
accompaniment in B and £. The initial tonal area of C major and its correlated 
statement of © clearly resembles the choral beginning of II. 
Section B 
This section is dominated almost entirely by (|), the rhythmic motif first 
heard in the chorus, and it now appears in the orchestra and has been adapted 
to include several different intervallie patterns. Other orchestral material 
presents the reference to Q) in flute I in 125;(TO) in the treble woodwinds, and 
several lesser triplet patterns occurring as counterpoint in 134-138. The choral 
setting delineates the next three lines of the poem with distinct phrases, and 
offers a welcome variety in texture with the alto-bass duet that begins the 
section. The intensity increases with the first of the several choral outbursts 
occurring with the unexpected leap to a soprano B natural in 137 on "clouds". 
The harmonic activity in B_ includes chromatic and diatonic motion with 
an odd moment existing in 131-132 where Delius employs an incredibly straight-
forward V7-I progression to D major in support of the unison choral attack of 
the fifth textual phrase. 
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Section C 
The begi.ming of this the climactic section of the movement is delineated 
by harmonic activity. From 139 to the tremendous climax in 157 the harmonic 
motion consists almost entirely of a series of consecutive seventh chords, 
appearing first in the orchestra with (lQ)and then eventually with the twelve 
measures of tremelo-poco crescendo strings from 145-157. The associated 
orchestral material presents(H); five sequential repetitions of ®; the string 
tremelo together with another appearance of(lO)m 155-156; and finally accompanies 
a tutti fortissimo return of (§) in 157-159. 
The choral setting again begins briefly with two voice counterpoint, and 
is dominated in 142-148 by three consecutive climaxes of high intensity. The 
second is especially effective, occurring after three repetitions of (§)and 
employing the leap of a major sixth m the soprano. As in 139 the brief choral 
silence in 148 allows the harmonic motion to become more apparent, as Delius 
builds to the dramatic climax over the consecutive sevenths chords. The 
placement of these chords in the intense upper registers of the strings and 
chorus, coupled with the general ascending lines and agitated tremolo sonority 
progresses to the high C climax on "away" with tremendous urgency. The total 
effect of the climax is increased with the fortissimo entrance of the entire 
brass compliment stating (To) together with the woodwinds and strings against 
the choral material. 
Postlude 
As the triumphant choral phrase concludes with the words "hoist instantly 
the anchor.'", (§), the second "sea" motif sounds in the lowest strings. The 
old sailor's journey has begun and Delius portrays the rhythms of the waiting 
sea in the gradual decline which concludes the movement. The material is 
structured about sixteen repetitions of(9) and three repetitions of a four 
measure treble phrase consisting of the simple descending fifth from A to D 
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over subtely altered harmonies. This final harmonic sequence is built about 
successive tension and resolution, and the intertwining of stable Delius 
chords - major+6th (F in 160-169 and b b in 172-177) with the highly pungent 
harmonies of BD mmor+major 7th and E*3 major 13th creates a totally distinctive 
Delian effect of great beauty and emotion, drawing the movement to a peaceful 
conclusion. 
IV 
This is the most straightforward of all the movements, having one basic 
mood, obvious melodic material, and tonal symmetry. However, Delius manipulates 
the text to create a rather clever tripartite structure delineated by repetitions 
of(ll), the main melodic idea. The movement illustrates quite clearly Delius's 
oft employed technique of stratified composition, i.e. writing choral parts 
over orchestral material, and reveals his genius for creativity in textual 
emphasis. 
Examining first the orchestral accompaniment, one finds three related 
sections, a, a' , and a_' ', each introduced by (1]): 
a - 178-189 
a* - 190-198 
a'' - 199-206 
a_ and a' are substantially the same in melodic material, with the latter having 
slight variations in orchestration and supporting chromatic harmony. Close 
examination reveals the following correlations: 
a a' 
178-179 - 190-191 
v i o l m parts 
182-185 - 194-197 
185-186 - 197-198 cello and bass 
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In the character of the beginning bass line in each case there is a distinct 
difference: a employs (l̂ ), a leaping pattern of fourths and fifths which 
reappears at the conclusion of a and at the end of the movement; and a_' uses 
an ascending line with an identifying rhythmic tie over the bar line. 
a_' ' suggests a recapitulation of a_, beginning with (T3) accompanied in the 
bass by (T2), the identical opening measures of a. The remaining measures of a_' ' 
can also be traced both melodically and harmonically to the conclusion of a_: 
184-188 matching 201-206. In addition it is interesting to see how Delius has 
subtlely extracted (T^ the vocal high point of a, for the climax of a'' in 
201-202. 
Examining now the choral material, Delius has divided the seven line poem 
to correlate with the orchestral subdivisions, and added a third statement of 
"Joy, Shipmate, JoyJ" to match the return of a_' '. An obvious relationship 
exists between choral and orchestral material in 184-186 where (l^>, the soprano 
climax of a_, is imitated by the violins. 
A powerful use of imitation distinguishes a, both at its beginning and in 
196-197, where the vocal line responds clearly to the textual stimulus "she 
leaps." Delius inserts an additional response to this textual imagery with 
two statements of 1 in the trumpets and trombones. The other interesting 
characteristic of a_' is its similarity in melodic material with a_, with 194-199 
matching closely 182-187. Both sections reach a soprano A, yet individuality 
is determined by the accompanying harmonic motion and the contrapuntal character 
of the a_' climax 
The thrilling conclusion of the movement involves the ingenius combination 
of the poem's final phrase with a'', uniting the "joyous" choral outbursts with 
1̂3), a motif whose original text, "our life begin", most assuredly approaches 
the philosophical sentiment of the work. 
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V 
With Whitman's poignant phrase "Now finale to the shore" Delius begins 
the final movement of the last work he would ever compose. There is no sadness 
here. Delius the yea-sayer to life approaches its conclusion not with sorrow 
but with ecstasy. One senses the yearning of Zarathustra for "Mitternacht", 
the passionate desire for freedom and eternal joy and the eagerness of its 
anticipation. For Delius and Whitman alike the final journey is the same, it 
is in the constancy of the sea that they have found their peace. 
The contents of the final movement are easily predicted in light of the 
earlier sections of Songs of Farewell. After a quiet opening, a climax of 
great intensity follows, much as in III after a lengthy series of seventh and 
ninth chords, and a final orchestral postlude of beauty and simplicity built 
over an ostinato suggestive of the sea concludes the movement. These sections, 
A, B, and C, are delineated as follows, accompanied by four significant 
motifs, @, ©, (0> and@). 
A - 207-226 - @ 
B - 226-242 - (14), ® 
C - 242-263 - (15), Q) 
Section A 
Delius sets the first seven lines of the poem and includes smaller sub-
divisions derived from the organization of the poetic phrases. Musically, there 
is the suggestion of an aba' structure, with the return of the opening chord 
progression, choral rhythm, and vocal line of 207 in 222: 
a - 207-215 
b - 216-221 
a' - 222-226 
1̂4̂  which appears in many variant forms, is employed consistently throughout 
A, with its most prominent exposure occuring in b as accompaniment to phrase 
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four in violin I. 
Delius's harmonic language in A is lush and distinctive with his subtle 
manipulation of ascending and descending chromatic lines. 
Section B 
Beginning with an effective subito piano contrast in 227 Delius creates 
the momentum for the climax of the movement by a series of seventh and ninth 
chords from 227-234 linked by a chromatically ascending bass line. The 
intensity builds as the treble instruments reach their highest registers, 
accompanying the surging vocal line. The ecstatic D6/4+B climax involves an 
overlap as the strings and woodwinds culminate on the downbeat of 234, followed 
effectively on beat three by the highest choral outburst, whose line suggests 
(14) in its conclusion. 
After an orchestral measure whose dissonance and descending chromaticism 
suggest the conclusion of the Requiem, the dynamic climax of the movement 
occurs on a triple forte G major chord with the reiteration of "Depart". An 
immediate diminuendo effectively concludes the phrase and after an orchestral 
recollection of I suggested by(4) in violin II, viola, and oboe (an obvious 
emotional reference) the section ends with a second extended statement of the 
final poetic phrase over additional repetitions of (4). 
Section C 
The concluding section of V and of the entire composition is structured 
about peaceful repetitions of(lj>), the last of the "sea" motifs. Delius 
makes reference to III with two suggestions of(7)m the strings, and the work 
ends in the tonality of its opening with one final statement of the word 
"depart", creating a D major +B harmony, over the distant tympani roll and 
lulling sounds of the endless sea. 
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Footnotes 
1. Eric Fenby, Record Jacket, Angel 36285 
2. Fenby, p. 102 
3. Beecham, p. 217-218 
4. Ibid., p. 208 
5. Hutchings, p. 101-103 
6. Fenby, p. 115-116 
IX. APPALACHIA 
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COMPOSED: 1896, revised 1902 
FIRST PERFORMANCE: 1904, Eberfeld, Germany, Hans Hyam, Conductor 
TEXT: Negro slave verse 
FORCES REQUIRED: Baritone Solo, SATB Chorus, Orchestra 
Appalachia, we read in a note prefixed to the score, 'is the old 
Indian name for Northern America. The composition mirrors the moods of 
tropical nature in the great swamps bordering on the Mississippi River 
which is so intimately associated with the life of the old negro slave 
population. Longing melancholy, an intense love of Nature, childlike 
humour and an innate delight in dancing and singing are still the most 
characteristic qualities of this race.' Here the deep impression made 
on Delius by his life in Florida, which colours many of his early works, 
finds its mature utterance.1 
Entitled "Variations on an Old Slave Song, with Final Chorus", the work 
in its revised form consists "of a lengthy introduction, fifteen variations 
on an old negro folk-song (curiously reminiscent of the first theme of the 
quartet in the last act of Rigoletto) and a choral eqilogue which ends with 
an echo of the introduction."2 The theme itself is taken from a Negro Hymn, 
"No Trouble in that Land Where I'm Bound", which Delius heard the Negroes 
singing in the tobacco factories, known as "stemmeries" in Danville, Virginia.3 
The melody and text of the Choral eqilogue was supposedly taught to Delius by 
Elbert Anderson, his Negro overseer at the Florida plantation.^ 
The final version displays considerable revision including the addition 
of the chorus. Commenting on the original Beecham remarks: 
...and toward the close of the year 1895 he had begun his first version 
of Appalachia, to be completed in the early part of 1896. It is quite 
a modest effort if compared with the splendid achievement of 1902, 
from which it differs widely in thematic material. Some features there 
are in common, notably the use of the cow-horn in the Introduction and 
the tune upon which the variations in the later version are founded, and 
which here is taken along occasionally at a very spirited tempo. We have 
also liberal doses of both 'Dixie' and 'Yankee-Doodle', so that the general 
effect is one of light-hearted gaiety. But compared with the eventual 
Appalachia it is of slight dimensions, the score consisting of less than 
thirty pages. If the later version were not so well known and remarkable, 
it might be just possible to give the earlier one a hearing; but on the 
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whole it may be more judicious to forget that it was ever written.5 
The destiny of all Delius music in the eyes of the English public was 
highly influenced by the first performance of the revised Appalachia in England, 
in November of 1907. It was at this moment that the profound communion between 
Beecham and Delius, conductor and composer, began, thus providing the unceasing 
support and enthusiasm which Delius's music has enjoyed in England to the 
present day. 
The first performance in England of Appalachia is one of the half-
dozen momentous occasions I have known over a period of more than fifty 
years. I am thinking here less of my own personal reaction to the music 
than that the very considerable audience assembled to hear it. In a 
word it was one of the few red-letter days in English music, an occasion 
that the majority of the Press failed to appreciate. Fortunately it is 
not those who write about music whose opinions ultimately influence its 
destinies, and one of the anachronisms of our age is the belief, on the 
part of old-fashioned editors, that it is still necessary to include among 
their regular staff men who know very little about the fundamentals of 
music, who cannot distinguish the merits of one work from another, and 
who rarely lose the chance of mistaking talent for genius and vise versa. 
None of this complaint, let me make clear, is directed against those 
few exceptional men to be found in England, both at that time and today, 
who were and are a credit to their calling. But undoubtedly it was upon 
the young and progressive composers of the day, together with those 
executive musicians capable of recognizing beauty and novelty of sound 
when they heard it, that the profoundest impression was made.6 
Beecham continues: 
Like every other musician under thirty years of age who was present 
at the performance of Appalachia in November, I was startled and electrified. 
Here at last was modern music of native growth in which it was possible 
with uninhibited sincerity to take pride and delight. I formed the 
unshakeable resolution to play as much of it as I could lay my hands on 
whenever I had the opportunity, and at once included in my coming programmes 
for the New Year, Paris and Appalachia.7 
I will forgo an entire analysis of Appalachia because the majority of 
the work is wholly orchestral and has been treated by Doreen Grimes in her 
dissertation on Form in the Orchestral Works of Frederick Delius. instead 
I will analyze the choral sections and discuss Delius's use of a chorus in 
such a work. 
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The choral involvement in Appalachia exists in three areas. The first 
states "little choral doxologies" as Heseltine calls them8 - brief wordless 
choral utterances, predominantly by male voices, which enter pianissimo, 
mysteriously closing several of the variations - 311-313, 369-373, 406-415, 
448-451, and 580-584. Their first appearance is almost half way into the 
work which seems to enhance the haunting mood suggested by the unexpected 
vocal sonority. 
The second area, which begins the choral finale, presents an actual 
choral variation on the mam theme, 535-549, and the third includes the 
majority of the choral epilogue, with the addition of the baritone soloist, 
creating the sonorous climax to the entire work in which the final portion 
of the main theme enters the choral texture. 
The mam theme on which the variations are based appears in the English 
horn in 99 after a lengthy introduction, and is basically an eight bar 
melody divided into a 2+2+4 measure pattern: 
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The Rigoletto excerpt reveals the similarity alluded to by Heseltine: 
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The only reference to the vanation theme among the choral doxologies 
occurs with the second one, in 369-371. The third fragment, in 406-415, 
emulates a general phrase shape and rhythm encountered in several earlier 
variations. 
The actual choral variation presents the theme in an a cappella choral 
setting, to which Delius has added a six bar climactic extension of impressive 
vocal sonority. The harmonization is markedly chromatic and the total effect 
of a cappella texture amid lush orchestral fabric creates an enthralling 
ambience which Delius was later to use with similar effectiveness in Sea Drift 
and The Song of the High Hills. 
Close scrutiny of the final choral section reveals interesting subtleties 
m structure and gives the investigator unusual insights into Delius's 
compositional procedures. This final section has a certain affinity with the 
interlude "The Walk to the Paradise Garden" from Delius's opera A Village 
Romeo and Juliet, because both were added later to existing compositions and 
are thus based on material already found in the original compositions. In the 
case of Appalachia the final choral section was added to the revised version 
of 1902 and the bulk of its thematic material can be derived from orchestral 
sections found in both versions of the work. 
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An orchestral interlude, 550-592, separates the choral variation from 
the choral finale and concludes with an A*3 minor restatement of the original 
variation theme. In 593 the finale begins with the baritone soloist intoning 
the verse of the slave song. Delius stipulates in the score that the soloist 
must be placed in the chorus and not beside the conductor. In 596 the chorus 
answers in the "call and response" style typical of Negro singing, first with 
male voices, then female, tenor and soloist, and finally all together, and in 
601 the soloist returns with another phrase, concluding this first section of 
the finale. 
In 604 the real climax begins with canonic treatment throughtout the chorus 
of a theme, (l) derived from the original orchestral introduction. This 
instrumental theme heard first in the cello, horns, bass clarinet, and bassoon 
in 66-70 was also treated canonically with its exposition in the introduction. 
After being passed among all four voices and repeated by the sopranos in 
614-618, a second thematic derivation, @, begins in the soprano in 618. This 
triplet theme is taken from the 6/8 violin I melody in 147-151, and is stated 
first by the sopranos in 618-622 and then again in unison by the entire chorus. 
In the first instance Delius introduces the first half of(I) contrapuntally in 
the entire bass register of the orchestra, and in 620 both themes appear again 
in the trumpets and horns as a second counterpoint to (?) in the sopranos. The 
greatest contrapuntal complexity occurs in 623-629 when (2) appears canonically 
in the trumpet and unison chorus against the reappearance of the first phrase 
of the variation theme in the orchestral bass. In 625 (2) begins in the treble 
woodwinds and strings, and in 626 the trumpet and chorus state the final four 
bars of the variation theme as a counter melody creating the climax of the work 
on the high C in 627. 
Appalachia concludes with an echo of the introduction as the opening horn 
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FINAL CHORUS: 
After night has gone comes the day. 
The dark shadows will fade away. 
T'ords the morning lift a voice, 
Let the scented woods rejoice 
And echoes swell across the mighty stream. 
0 Honey I am going down the river m the morning. 
Heigh ho, down the mighty river, 
Aye! Honey, I'll be gone 
When next the whippoorwill's a-calling. 
Don't you be too lonesome, love, and don't you fret and cry; 
For the dawn will soon be breaking and the radiant morn is nigh, 
And you'll find me ever a-waitmg, 
Heigh ho! 
And you'll find me ever a-waiting my own sweet Nelly Gray! 
T'ords the morning lift a voice, 
Let the scented woods rejoice 
And echoes swell across the mighty stream! 
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motif is heard against chromatic sighing in the chorus. 
Delius, according to Heseltine, had given some thought to rewriting the 
choral epilogue so that the work might be performed at orchestral concerts 
where no chorus was available. Yet such omissions would seem to rob the work 
of the essence of its inspiration. The choral epilogue states a human condition 
from which the original variation melody was derived and with whose interaction 
Delius was also inspired to write Koanga. 
In addition the great majority of Delius's mature works, those deemed to be 
the most significant and praiseworthy, all include some use of chorus. This 
element had become a necessary part of Delius's compositional vocabulary, 
manifesting musically the emotional stimulus provided to a great degree by 
textual import. 
Choral presence provides not only a textual/emotional impact, implied here 
by a slave song, but also a distinct characteristic of Delius's mature compo-




1. Heseltine, p. 124 
2. Ibid, p. 124-125 
3. Beecham, p. 73 
4. John Coveney, Record Jacket, Angel S-36756 
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6. Ibid, p. 146-147 
7. Ibid, p. 149 
8. Heseltine, p. 125 
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X. A SONG OF THE HIGH HILLS 
COMPOSED: 1911 
FIRST PERFOFMANCE: 1920, London, Albert Coates, Conductor 
TEXT: wordless 
FORCES REQUIRED: Soprano and Tenor Solo, SATB Chorus, Orchestra 
The Song of the High Hills is Delius's most ambitious work involving 
wordless chorus. In no other composition does the writing utilize such 
complexities in vocal texture or independence of part writing. The maximum 
vocal scoring includes eight part chorus (SSAATTBB) and soprano and tenor 
solo, combining initially a cappella to achieve an extraordinary effect in 
the midst of a lush orchestral tone poem. 
The work has produced novel literary description of its supposed program, 
originated probably by Heseltine and imitated by the later biographers: 
If the form of Songs of Sunset seems like the very curve and 
cadence of grey evening imprinted in a film of music, the structure of 
A Song of the High Hills is like the rugged outline of a great range 
of mountains whose heights are hidden from the eyes in cloud. The music 
is full of a sense of spacious solitudes and far horizons. The elation 
of the ascent is succeeded by a mood of ecstatic contemplation, and the 
soul rises through the pure still air to the very heights of rapture, 
losing all consciousness of itself as the mountain-tops are lost from 
the ken of man, among the wandering mists and the eternal snows. Certain 
commentators on the work have thought fit to see, in the relation 
between the chorus and the orchestra in this work, some such opposed 
relation as is supposed to exist between the mountaineer and the peak 
which baffles his attempts to scale it. But the relation is more spiritual 
than that. It is only a false materialistic duality that can regard Man 
and Nature as separate entities pitted against each other in opposition; 
for the aspects of Nature are only the manifestations m terms of matter 
of the diverse aspects of the soul of Man that ebbs with autumn and flows 
with the tide of spring, aspires to heaven with the mountains, sings in 
the winds and runs with rivers along the waters of time.l 
Beecham continues: 
A Song of the High Hills is the longest as well as his most impressive 
work written in a single movement. It is built on an heroic scale and the 
inspiration is on an exalted level throughout. It has also a certain 
austerity of manner that we have not encountered before, and which 
appears to be associated in the composer's mind with the emotions roused 
by the contemplation of great heights. The ascent of and descent from 
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the High Hills is cunningly depicted in music of a totally different 
character from that which greets us when the summit has been attained, 
where we have a magical sequence of sounds and echoes, both vocal and 
instrumental, all culminating in a great outburst of tone that seems to 
flood the entire landscape. The first entrance of the full choir singing 
as softly as possible is surely a stroke of genius and of its kind without 
equal, either by him or any other composer.2 
Arthur Hutchings's commentary obviously emulates the same description 
The whole work has the shape of a peak; it opens on the lower slopes 
in triple lyrical rhythm wherein Delius's ranging pantheism makes little 
parallel with Beethoven's 'awakening of happy feelings on reaching the 
country.' Instead we have a series of emotional and spiritual experiences 
such as might accompany a day's mountaineering. The song-like opening 
changes to quiet tensity during the first vistas of ascent, becoming 
more and more animated until the heights are reached. A tremendous 
exultation, expressed by the orchestra in full splendour, passes, with 
echo effects among the instruments, to the quiet rapture of divided 
strings. At this spiritual climax the voices take over, at first seeming 
to come from the distance, while the quivering strings soar to the thin 
heights of their speech, and bring the snow-capped summits before our eyes. 
The picture as such, that is to say as a sensory rather than a 
spiritual experience, recedes when the strings fade into mist and the 
voices take over, necessarily at a lower pitch and more solid tone, despite 
the mark "pppp". The voices are concerned with human emotion rather than 
musical photography; they cease as we leave the heights, and the orchestral 
music of descent is made of materials heard during ascent.3 
However, the most telling comment on the character of the work and its 
composer is revealed in Beecham's concluding remarks in his biography. 
Grieg's theory concerning the inseparability of the man and his music 
receives some confirmation from the change of character and feelmg of the 
latter which coincided with the period of Frederick's metamorphosis of 
mind and spirit. The iron which had begun to enter his soul about 1902 
had become firmly set there by 1911, and from that time on we hear less 
of the poetry and charm which delighted us in Sea Drift and In a Summer 
Garden. In their place we have hitherto unfamiliar elements of austerity 
and impersonality, as if the composer had grown tired of interpreting 
the joys and sorrows of human beings and had turned to the contemplation 
of Nature only. This is markedly observable in the two great works of 
transistion, A Song of the High Hills and North Country Sketches, and 
although there is no falling away here of power and mastery, we do not 
find it easy to suppress a twinge of longing for the fragrant and 
affectionate intimacy of an earlier day. 
Structurally, the work easily possesses an arch form at least in terms of 
musical material. A very loose ABA' exists with associated motivic ideas: 
( 
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A - opening - 4a [lTl (orchestral) 
B - 5a [111- lb [HO (choral-orchestral) 
A' - JIJ] - the end (orchestral) 
However, the sense of climax which one might associate strictly with the 
supposed "summit" is a bit misleading, because there are powerful high points 
of musical energy throughout the work. 
As with Appalachia I will confine my remarks to the vocal sections of the 
work, and refer the reader to the Grimes dissertation for detail concerning 
the purely orchestral material. 
The work includes a number of significant motifs, employed in various 
ways. The majority occur only in the orchestra, (l), ®i ®, © / and (§); others 
appear with both orchestra and vocal statements, (3) and (fa); and one motif, (§} 
is the sole province of the voice. 
Section B 
B divides into a basic tripartite form, aba', with all sections involving 
voices in some way: 
a - 5a [17] - 3a [23] 
b - 4a [23] - 6a [27] 
a' - 4b dH - lb |H3 
a_ The section consists of three parts, JL, 11, and lii: an initial 
statement of (§} an eight bar melody consisting of two four bar phrases, 
5a [17] - 4a jl8]; a second developmental section involving two further statements 
of (5) and the appearance of (§} 5a [H] - 4a ]2l|; and a concluding part which 
serves as a transition to b_, 4a [21] - 3a J23J. 
x_ After a two measure transistional horn figure, (D is heard 
quietly in muted violm I, 7a [17], against a lush string accompaniment 
and a distinct counter melody sung by four tenors. This tenor phrase 
is the first vocal utterance in the piece, and is marked to sound as 
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if in the far distance • (Delius makes a further stipulation 
concerning choral tone in prefatory remarks to the work: "The 
chorus must be sung on the vowel which will produce the richest 
tone possible.") Following the statement of @, the remaining voices 
are added to the texture (four per part in SSAATTBB), creating with 
the strings a lush sonority of great beauty, and enhancing the 
quality of the final chord of i_ (g diminished suspended over a D-A 
fifth) with a shimmering nine part texture sung pppp. 
ii This subsection is almost totally orchestral and consists 
basically of two statements of (§) separated by sequential development 
of material derivable from(4) which will later return in a', specifically 
the architecture of the climactic violm I line. The second statement 
of @, beginning 5a [2*6[, appears initially as counterpoint to the subsiding 
climax of the middle section, and after its conclusion, 11 ends with 
the highly mysterious and evocative appearance of(f), sung by six 
tenors against sustaining strings. 
in This part serves as a quieting transistion to b, and includes 
a distinctive harp, celesta, and string sonority wedded to subtle 
harmonic movement. 
b An entirely new mood of pastoral calm is created in b by sequencial 
repetition of (6) and @) in the woodwinds over delicate strings. (5eJ) is 
heard in the lowest orchestral voices, suggesting brief moments of energy. 
The section ends with a second entrance of (5), now slightly altered, followed by 
(6ê  in soprano I over a sustaining chord m the other voices, and a final 
augmented statement of(5§) in the bassoons and bass clarinet. 
a' This section can also be divided into three basic sections, 
l, ii, and in, which correspond to a certain degree to those of a: 
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i - 4b !H - lb [m 
ii - la [30] - lb J32l 
i ii - lb [32] - lb i U 
i_ Introduced and accompanied by ornamented statements of (6) and (6a), 
this subsection features a haunting version of (3) sung by a solo tenor 
from the chorus. It is slightly altered and extended, and because of 
the high tessitura presents a mood of great beauty. A distant horn call, 
suggestive of 5a J17J, over tympani rolls and sustaining strings concludes 
i_ and prepares mysteriously for the ppp entrance of the a cappella 
chorus. 
n This unique and beautiful moment in The Song of the High Hills 
consists of a soprano statement of®accompanied by the seven lower 
voices, and two extended repetitions of (S) sung in octaves by a soprano 
and tenor soloist against the eight part choral texture. This passage 
is unlike any other in all of Delius's music save those in the wordless 
part songs To be sung of a summer night on the water, and because of 
its location within the extended orchestral work the comparison is 
slight. The vocal texture, expecially between J3l] and \3^, is incredibly 
complex and stirring in effectiveness. Yet the climax is to come 
when the vocal sonority - the human emotion as Heseltine calls it, 
is united with the total resources of the orchestra to create the 
thrilling summit of the work. 
ii3 With the addition of the strings in |32[ the climax begins, 
tracing its path over similar melodic and harmonic contours as those 
found in a_. As the winds and brass enter 4b (33] the total forces combine 
surging toward the moment of supreme ecstacy at [33], In the following 
two bars the previous sequential pattern is reversed, and4a [33\at the 
In Tempo the vocal and orchestral forces diverge, becoming less and 
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less similar as the gradual descrescendo begins. The flutes and violin I 
establish their own melody against the decreasing vocal tesitura, and 
remain in their high range, almost refusing to descend, finally leading 
upward to \3_5J and the return of A' at Tempo I. 
The texture throughout iii is incredible, with as many as ten 
different lines existing at one time, and even though an obvious 
harmonic progression can be ascertained, it is clear that Delius must 
have gone to great lengths to maintain a contrapuntal integrity 
throughout the total texture. There is a certain amount of doubling 
present and yet there are moments of extreme independence, such as the 
two measures of "bugle call" lines in soprano I, II and tenor I, 
l-2a [34], which help to reinforce the uniqueness of the various parts. 
The textural "orgy" subsides dramatically after (35)with the return 
of (J) and(2) in its initial scoring. The gradual descent present through 
2a |37]is mirrored in the chorus, as the texture decreases, dropping to 
a final bass II line marked only a sigh in 2b (13 - 2a \37]-
However, a momentary resurgence occurs in the voices as the tenors 
and sopranos rise briefly to accompany the return of (3) m violin I and 
viola, 2b [3^, only to fade pppp never to be heard again. The orchestra 
will continue with one final exalted climax at \44]which matches musically 
that of (16), before fading with (T) and (2), and ending with a haunting 
return of (6) and (€a) over distant strings and tympani. 
And what would this work be without the voices, could it too like Appalachia 
be simplified for a smaller scale performance? Agreement with such a suggestion 
would be absurd. It would rob Delius of his ultimate method of musical 
expression. Chromatic sequencing with purely orchestral timbres can only 
reach so far before emotional saturation occurs. In the idiom of Delius only 
with the adaition of another sonority 
further summit be reached - where the 
to find the highest goal. 
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and the element of human emotion can a 
instruments of man and by man unite 
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1. Heseltine, p. 126 
2. Beecham, p. 169 
3. Hutchings, p. 111-12 
4. Beecham, p. 221 
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XI. PART SONGS 
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Delius wrote six short unaccompanied part songs over the period between 
1907 and 1924, of which five are for mixed voices and one is for men: 
On Craig Dhu* 1907 
Midsummer Song 1908 
Wanderer's Song 1908 
To be sung of a summer night on the water (two) 1917 
The Spendor falls on Castle Walls 1924 
Although unpublished and products of the composer's earliest years, 
Delius also wrote a group of part songs in the beginning of 1887 while 
studying in Leipzig. These include a version of Heine's Lorelie, an Ave 
Maria with German words, and four settings of Bjornsterne Bjornsen poems 
entitled: 
Sonnensheinlied 




They are all pleasing trifles, and while sufficiently well written, 
reveal little of the harmonic originality that began to make its 
appearance two years later [1889].1 
Discussing the later group, in no way does one find examples of lesser 
craftsmanship. Rather, they are miniature portraits of Delius's mature style, 
each rich with its own quality of imagination and sensitivity. His keen under-
standing of vocal color and sonority successfully imbues each composition with 
the sensuousness of sound, richness of harmony, and complexity of motivic 
construction found in the larger orchestral works. Heseltine in discussing 
Delius's music as a whole comments: 
And so we find but little difference of style when we turn to Delius's 
choral works and those in which the pianoforte plays a part. In writing 
for the pianoforte Delius has never been particularly happy. The limitations 
* Entitled Mountain Silence in the Boosey & Hawkes edition 
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of the keyboard seem to have hampered him; his figuration is often somewhat 
perfunctory and the long sequences of chords, lacking the glow which the 
individuation of the varied voices of the orchestra would impart to them, 
tend to become a trifle square-faced and monotonous. It is but natural 
also that so essentially polyphonic a medium as the string quartet should 
prove too slender to support the wieght of his harmonic mass-formations; 
but their employment in music for unaccompanied voices has been as 
successful as it is novel and original - to modern ears, although the 
Prince of Venosa was using them in his madrigals three hundred years ago 
with surprisingly similar effects. The chorus is used homophomcally, 
impersonally, as though it were a multitudinous voice of winds or waters, 
amd the effect in an "impression of nature" like On Craig Dhu is over-
whelming. ̂  
On Craig Dhu 
COMPOSED: 1907 
FIRST PERFORMANCE: 1910, Blackpool, England 
TEXT: No. Ill of three poems under the heading "Colour Studies" 
by Arthur Symons, from his London Nights, a collection 
published in 1895 
FORCES REQUIRED: SATTBB 
Heseltine's description of this short work is magnificent. His words 
capture perfectly Delius's stunning effects in sonority and vocal color. 
An examination of Symon's poem reveals a rich imagery and subjective 
quality which would have easily appealed to Delius. Yet the title of the 
group to which the poem On Craig Dhu belongs is perhaps more revealing of 
the stimulus which provided the composer with one of his most intimate and 
subjective statements. Symons called the poems Colour Studies, and such 
suggestion has been obviously transformed by Delius to the medium of vocal 
sonority. 
The work is scored for SATTBB with occasional further divisi, especially 
in the men's parts, with the resulting vocal color tending toward a dark rich 
quality. An additional characteristic, one which is quite peculiar considering 
Delius's usual use of extremes in range, is the narrow compass of the treble 
On Craig Dhu 
The sky through the leaves of the bracken, 
Tenderly, pallidly blue, 
Nothing but sky as I lie on the mountain-top. 
Hark! for the wind as it blew, 
Rustling the tufts of my bracken above me, 
Brought from below 
Into the silence the sound of the water. 
Hark! for the oxen low, 
Sheep are bleating, a dog 
Barks at a farm in the vale: 
Blue, through the bracken, softly enveloping, 
Silence, a veil. 
r 
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parts, where but on two occasions do sopranos have pitches higher than D on 
the treble staff. Also significant is Delius's consistent use of the six 
part (or more) texture after the four bar imitative beqmning. 
Another factor which adds to the total unity of mood established by the 
composition is the lack of any break or obvious change in musical declamation 
between either of the two stanzaic divisions in the poem. Rather, Delius 
has used a continuous exposition of the text according to the punctuation, 
thus logically connecting stanzas one and two between 16-17 and two and three 
in 31-32. The only real musical "division" occurs between these two connected 
sentences in 28-29. Delius has also obscured the stanzaic division between 
one and two by creating a lag in declamation by bass II during the first 
twenty-eight measures of the piece. 
Although not readily apparent there is a certain degree of musical 
unity exhibited in the work, both motivic and harmonic. The composition 
begins and ends in a G tonal area and incorporates a repetition of (l), the only 
motivic unit of note, with an almost identical harmonic pattern. 13-16, with 
BD VI - d6/4 and the downward sequential motion of(ppassing from d6/4 to Bb, 
returns basically in 35-38, with (5), rhythmically altered, present in an inner 
voice, and ending sequentially on g6. 
© US aoprano I r-1 "T* 
£ ^ T T > T ^ H — = ^ = 
Textually, the first instance occurs as an obvious pictorialization of the 
final line of stanza one, while the second appears with a more distinct 
musical point of relaxation between lines two and three of the final stanza, 
thus providing a symmetry of mood and a very subtle "double-entendre" between 
"blew" and " blue". 
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Much of vhe harmonic motion of the work is essentially chromatic, 
especially such a striking passage as 25-28, however, possibly the most 
unusual harmonic characteristic exhibited in the work is Delius's use of 
false resolutions or common tone modulations, as typified by D--E in 4-5; 
Bb-Gb6-Bb-D in 19-21; E7-G in 24-25; and D7-F in 28-29. 
On Craig Dhu is an essay in a single mood on the senuousness of unaccompanied 
vocal sonority. It is the first of several choral miniatures which seem to 
be vocal counterparts to Delius's luxuriant orchestral tone poems. 
Midsummer Song 
COMPOSED: 1908 
FIRST PERFORMANCE: December, 1910, Whitely Bay and Distract Choral Society 
TEXT: Delius (German by Jelka Delius) 
FORCES REQUIRED: SSAATTBB 
Midsummer Song is the first of the part songs to contain extensive wordless 
passages, a choral technique which seems to have had an early significance 
for Delius, as reflected by its conspicuous presence in the choral sections 
of his first operas, Irmelin (1890-92) and Koanga (1895-97). Whether this 
technique is traceable to Delius's Florida days and his exposure to Negro 
singing is purely conjecture, however, it is obvious that the textless choral 
sections occur extensively in Delius's vocal output, and considerably more so 
than in the works of any of his contemporaries. 
Midsummer Song has a distinct ABA' form with the A sections containing 
the two verses of the poem, and B, the larger middle section, being entirely 
a lusty choral vocalise on "la". Structurally, there are five motifs, Q, (T|), 
(2), (f̂ , and (3), four of which are closely related. The four versions of (J) and 
(2)are all derived from a basic three note descending pattern found in the 
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Midsummer Song 
On midsummer day we'll dance and we'll play 
And we'll wander and stray through the woods. 
La, la, la etc. 
We'll dance and we'll kiss whilst it's youth, love and bliss 
And the night is not far away, 
Heighho! 
CD 1"2) soprano I I 
^ P t 
(£§) \6\ soprano I I s ^ 
fe#^£ 





2a) 29 soprano I , tenor I 
^-m^d 
(5) [28] tenor I , bass I m 
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second bar of the work. Harmonically, the composition begins and ends in 
C major and is characterized by extensive motivic sequencing of (la), (?a), and (3/. 
Section A 
Although quite short this section divides into two distinct parts, a and b: 
a 1-5 
b 6-11 
a obviously contains the text of verse one and b is basically a melisma of 
the final word "woods", constructed from motivic sequencing of (l^. Harmonically, 
both sections begin and end in C major, with the end of a overlapping for 
resolution into b. After a one bar introduction in the basses which establishes 
a C tonality and the basic 6/8 rhythm, the germ motif of the work,@, is 
presented in soprano II. Harmonic motion in a_ proceeds generally I (C) -
IV-V-VII-V7, with VII, B major, being the most unusual chord in the progression. 
In a_ of A' this progression is slightly altered. 
With b the sequencing of (D̂  descends diatonically from C to F before 
returning to V7--I in 9-10. A subtle connection with a exists in 9 where the 
soprano I-II melodic figure restates(l), recalling exactly the melodic material 
contained in 2-3. 
Also significant m A is the descant style of soprano I which moves against 
the prominent rhythmic and melodic material of the section. This technique 
is more distinctive in B_. 
Section B 
This section features a constant rhythmic ostinato out of which distinct 
melodic patterns emerge, noticeably (2) and (2a), and against which (3)and the 
soprano I-tenor I descant provide soaring countermelodies. Delius employs 
interesting harmonic ambiguity built on the use of added sixths and abrupt 
"Schubertian" alternation of major and minor. There are definite tonal areas 
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most of which are approached by common tone relationships or chromatic motion. 
Although vague, the C major+A - c mmor+A progression of 16-19 and the dynamic 
climax of the section in 40-44 which also uses this harmonic relationship, 
provide a certain symmetry to B. 
The section begins quite like A with the men having a similar one bar 
introduction. In this case it establishes the importance of the ostinato and 
also the new tonality of F. A typical Delian technique occurs in 14-15 where 
2̂)is introduced quite inconspicuously in the inner voices. Through 20 the 
motion is quite static, almost lazy, except for the C major/c minor change and 
the subtle melodic movement in bass I and II. 
In 21-22 the soprano I and tenor I, the most effective voices in terms of 
intensity and individuality, emerge with a new rising figure, strengthening 
the shift to Bb major, and two bars later state(2^> as a dominant melodic idea. 
After the motion from fy to C6/4 in 25-28 a new harmonic momentum is 
established incorporating the sequencial treatment of (3) in tenor II and bass I, 
the basic rhythmic ostinato, the appearance of(5a)in 29-30 and J3-34 and 
eventually the tremendously effective soprano-tenor descant. All these 
ingredients combine to achieve the soaring climax with the return of C major+A 
in 40. The effect is heightened by the intensity contributed by the distinct 
vocal color of each participant. 
The gradual relaxation which follows features the descent of the soprano 
descant and a repetition by tenor I and bass II of (2̂ ) at its initial pitch 
level, the delivery of which is marked by Delius to come out well and distinctly. 
A further echo of (2&> in 45-48 divided between soprano I and alto I brings 
the section to a close in C major+A. Delius provides a subtle structural 
"double-entendre" with the bass I and II figure in 48-49 which with its pp 
dynamics appears to conclude B, but is actually in 49 an exact return of the 
opening bar of A, thus leading quite subtly into A'. 
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Sec t ion A' 
Marked Moderato (Not quite as fast as the beginning), t h i s concluding 
s e c t i o n of Midsummer Song i s a l t e r e d , by the a d d i t i o n of a d i f f e r e n t t e x t , 
s l i g h t harmonic, melodic, and r h y t h m i c v a r i a t i o n s in i t s a_ s e c t i o n , and extended 
c a d e n t i a l m a t e r i a ; . 
I n i t i a l l y , the opening a t e x t u r e i s f u l l e r , a s a l l v o i c e s begin t o g e t h e r . 
Both the melodic and rhythmic m a t e r i a l in a l l p a r t s have been changed s l i g h t l y 
wi th a r e s u l t i n g harmonic motion p r o c e e d i n g now from I -v i -VII -V4/2 i n s t e a d of 
t h e e a r l i e r I-IV-VII-V7 from a of A . Because of the d i f f e r e n t t e x t t h e 
declamation of the melisma has been a l t e r e d s l i g h t l y . However, with t h a t 
s l i g h t except ion , b through the down beat of 58 i s i d e n t i c a l i n every way 
with A. 
In 58 a caden t i a l sec t ion b e g i n s which p roduces a b u i l t i n r a l l e n t a n d o -
dimmuendo and incorporates e x t r e m e l y subtle d i f f e r e n c e s i n t e x t declamat ion 
among the e i g h t voices . The f i n a l p r o g r e s s i o n i s i v - I 7 - 6 - I wi th t e n o r I 
having the prominent suspended m o t i o n 
Wanderer's Song 
COMPOSED: 1908 
FIRST PERFORMANCE: December, 1910, Whitely Bay and D i s t r i c t Choral Soc ie ty 
TEXT: from the co l l ec t ion Images of Good or Evil of Ar thur Symons 
FORCES REQUIRED: TTBB 
With t h e exception of the i n c r e d i b l e male chorus w r i t i n g in Koanga, 
e s p e c i a l l y a t t he beginning of Act I I I , Wanderer's Song i s D e l i u s ' s only 
extended composition for men's c h o r u s . In b o t h c a s e s , as we l l as i n t h e 
numerous s h o r t sec t ions in the v a r i o u s other o p e r a s , D e l i u s ' s s e l e c t i o n of the 
male medium i s obviously due to t e x t u a l c o n s i d e r a t i o n s . S t y l i s t i c a l l y , a 
TTBB p a r t song with such a s p i r i t e d t e x t should by very n a t u r e harken back to 
Wanderer's Song 
I have had enough of women, and enough of love, 
But the land waits, and the sea waits, and day and night is 
enough; 
Give me a long white road, and the grey wide path of the sea, 
And the wind's will and the bird's will, and the heart-ache 
still in me. 
Why should I seek out sorrow, and give gold for strife? 
I have loved much and wept much, but tears and love are 
not life; 
The grass calls to my heart, and the foam to my blood cries up, 
And the sun shines and the road shines, and the wine's in 
the cup. 
I have had enough of wisdom, and enough of mirth, 
For the way's one and the end's one, and it's soon to the 
ends of the earth; 
And it's then good-night and to bed, and if heels or heart 
ache, 
Well, it's sound sleep and long sleep, and sleep too deep co 
wake. 
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the tradition of Glee singing, and its associated vitality in the hands of 
an English composer, and Delius has created a robust descendent of this style, 
briming with energy, sonority, and his own special sense of harmonic direction. 
The work sticks quite closely to the stanzaic divisions of the original 
poem and even parallels musically the implied symmetry in the text with an 
obvious ABCA' structure. Delius's harmonic style is excessively chromatic 
and his declamation rather awkward, yet the lusty rhythm, harmonic drive, 
demanding tessitura, and resultant brilliant sonority create an effective work 
whose totality outweighs the abundance of slithery chromatics and errors in 
textual stress. 
Section A 
This initial section divides in half, with Delius employing two distinct 
metrical patterns to delineate the separation. The first two lines are set 
abruptly while the second two flow within a quicker 6/4 meter. Harmonically, 
the implied F never appears solidly until the last few bars of the section 
and then in minor. 
Section B 
This section is also in 6/4, beginning in the neighboring tonality of A 
and concluding rather oddly in F*. The new expression mark Fresh demarcates 
stanza three and commencement of C. 
Section C 
The flowing quality of A and B is replaced here with an initial dotted 
pattern which leads into an appealing up beat rhythm and sequential use of 
appoggiatura. This second section (32-36) is repeated with subtle changes in 
resolution, and the eventual motion to F in 39-40 prepares for the return of A'. 
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Section A' 
From 41-55 there is an almost exact musical repeat of A, with obvious 
changes in rhythm to accommodate textual differences. The cadential section 
has the identical f minor goal of A but incorporates a striking chromatic 
preparation of the final chord with an effective six part divisi. 
Because of the extreme tessitura demands on tenor I (over forty notes 
higher than F) and the subtle chromatics, Delius has created a short part 
song with performance requirements of a virtuoso ensemble. The work easily 
provides a stunning example of the great expressive potential of the male 
chorus, and it is unfortunate, yet understandable, that no satisfactory 
recording of the work exists among the current wave of new Delius releases. 
To be sung of a summer night on the water 
COMPOSED: 1917 
FIRST PERFORMANCE: 1920, London, Oriana Madrigal Society, 
Charles Kennedy Scott, Conductor 
TEXT: wordless 
FORCES REQUIRED: SATTBB; SATTBB with Tenor solo 
It would seem a natural progression for Delius to eventually write an 
entire composition for wordless chorus considering his great fascination with 
that medium, and in the late spring of 1917 he composed two such pieces under 
the collective title To be sung of a summer night on the water. They are 
dedicated to Charles Kennedy Scott and his Oriana Madrigal Society of whom 
Hutchings comments: 
Coming late on the scene, when England was ready for Delius's 
greatest music, Charles Kennedy Scott did for Delian choralism what 
Beecham did for the orchestral works, merely from high standards and 
ideals, and the ability to make the singers share them. Collaboration 
of the two musicians, as in the memorable last concert of the 1929 
Delius Festival, made possible performances which have not yet been 
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surpassed and, in view of the wretched standard of present-day smgmg, 
are likely to remain unsurpassed in our time.3 
These two compositions of which the first is a kind of flowing revery and 
the second a folk song fantasy, magnificently portray the essence of Delius's 
vocal art. Their subtlety reveals not only his techniques of motivic develop-
ment and harmonic manipulation, but also an incredible sensitivity to vocal 
color and expression. The works are obviously conceived as vocal compositions 
and not merely "instrumental" transcriptions. Interesting evidence is Delius's 
concern with choral phrasing as illustrated by the precise performance 
directions for each piece: 
I - Sing on vowel "uh" (as in love) with very loose mouth, almost 
closed in the pianissimo, but which should be gradually opened or 
shut according as more or less tone is wanted. Breath should be 
taken only at the sign "," if possible, and quietly and quickly in 
order to preserve the legato. 
II - The Solo voice should sing to syllables as indicated, introducing 
delicate staccati at appropriate places (which are generally where 
the syllable "luh" is put). On staccato notes the vowel should be 
sung for a very short time and the remainder of the notes continued 
on the sound of "1". [the letter 1] 
The accompanying voices should sing on "uh" (as in love). A slight 
aspirate, though without taking the voice off before it, may be made 
at (1) all repeated notes and (2) the first note of slurs (unless 
it happens to come after a breath, in which case the aspirate is 
best omitted). 
The "breath" directions are the most intriguing as they often differ from 
part to part creating a sensitive overlap and an obvious concern for legato 
and phrasing. 
Also of note is Delius's choice of the same SATTBB divisi found in 
On Craig Dhu, thus displaying a definite affinity Cor this warmer sonority, 
especially where vocal color is a chief concern. 
I 
The basic form of this piece is quite straightforward, with three obvious 
repetitions of an eight bar melody (which is in turn divided into two related 
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four bar phrases, 1 and 2.) The accompanying harmony confirms a basic 
tripartite ABA' pattern m which A' has been sequentially extended to 
cadence in a third tonality (differing from A): 
A - d minor 1-8 
B - a minor (v) 9-16 
A' - d minor 17-24 + extension B° major+G 25-30 
Q sop 1-4 
» as 3 2 
© Sop 5,-8 
*3= 3F ssz. 
I m zzzr 1S> \ f m & ^ 
The true interest however, is not in the form or even in the subtle 
manipulations in Delius's chromatic palette, but rather m his treatment of 
the voices. Most striking is the subdivision of the melody among various 
parts in B, and his creative avoidance of simple repetition m V . Although 
from 17-24 the harmonic direction is substantially similar to A, Delius has not 
only re-distributed the melody but also completely rewritten the "five" other 
parts. The result, although musically the same, gives the impression of a 
total "re-orchestration" (this technique is also employed in II). 
The subdivision of the melody reveals an obvious sensitivity to vocal 
color and intensity as illustrated by the presence of the Tenor in its highest 
range in B-2 and in A', and by the parallel employment of the Soprano in a 
descant function. 
Delius's spacing of the voices has also created interesting effects in 
sonority ranging from an octave in 1 and 9 to a maximum of three at the two 
climaxes in 15 and 25. 
Looking briefly at the harmony, basic progressions are implied by the 
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melody, and Delius has liberally used chromaticism (mostly descending) to 
achieve effortless transition. Correlated to his wide spacing of parts is 
an amazing awareness of the effects of complex chords in various inversions. 
Excellent examples appear in 6-7: E^-^-Gg and in 24-26: Ab -B^g-F^i. 
The piece as a whole is beautiful and flowing as its phrases unfold 
effortlessly, creating an organic breathing quality from beginning to end. 
II 
In contrast to the placidness of I, Delius presents a lively folk song 
fantasy for tenor solo and six part chorus. Considerably more complicated, 
the basic melodic unit is a two bar phrase, (I) answered by a second idea, (2), 
which is derived from the first. Both motifs undergo variation during the 
piece, especially (2), which appears in inversion, (2^, and augmentation,(_2b) and 
(2&. In total these ideas combine to create as m l , a basic tripartite form, 
again supported harmonically: 
A - D major 1-7 
B - developmental treatment 8-18 g,C,F,d,A(V) 
A' - D major 19-24 
Coda - 25-33 
Initially impressive in the work is the tremendous complexity in dynamics, 
counterpoint, chromaticism, and of course color and chord spacing. Unlike I, 
the intricacies of motivic structure and the resultant form are quite significant. 
(1) *\-<L t e n o r s o l o r 
fe-^—A 
± 
0 1 solo m i 2§> 5 mm i £i (|^) 1 2 soprano S itf g33 
Section A 
Consisting of bhe first seven bars, A presents all the major motifs with 
the exception of the once stated @ . The solo material easily dominates the 
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music from 1-5, stating the various motifs and including a catchy echo effect. 
In the final two bars the chorus swells into importance as the solo and soprano 
lines merge, creating the first climax of the work. 
Section B • 
This sect ion i s mul t i faceted and consis ts of various statements of (T) 
in other t o n a l i t i e s . in 8, marked rather slowly, (T) appears in g minor, s l igh t ly 
altered i n part b , and answered by (2) and (5£). At Tempo I , (3) i s s tated succes-
sively in F major and d minor, with the d section varied by the rallentando 
in 15. At a. tempo , ( l) s h i f t s to A major followed by a choral swell reminiscent 
of 7, and leading t o D major and the re turn of A' in 19. 
Section A* 
Similar to I , t h e r e p e t i t i o n reveals differences in choral par t writing 
against i d e n t i c a l melodic mater ia l . The section i s one bar shorter than A 
and is c losed by ano the r sonorous climax where the choral sopranos dominate. 
Coda 
From 25 to the end, ®-a appears twice more, first answered in 26 by a b 
variant similar to 15, and finally by two repetitions of (5£) in the baritones 
in 31-32. The solo line seems to suggest a languid reminiscence of (2) in varied 
augmentation in 28 and 31-32, and a beautiful choral effect is created by the 
sighing line of the sopranos in 30 which floats above the final statement of ©. 
In overview, II is subtly complex in part writing; employs clever use of 
dynamics; and presents some of Delius's most beautiful lush sonorities 
created by an occasional seven part divisi. The harmonic style is identical 
to I with implied melodic direction, extensive passing chromaticism, complex 
chords, and having an obvious influence on the structural format. With both 
pieces Delius has created compositions of great appeal, demonstrating a total 
grasp of the potential of wordless choral writing in a tonal idiom. Left for 
the reader's musing is the raison-d'etre for their unusual title. 
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The Splendor Falls on Castle Walls 
COMPOSED: 1924 
FIRST PERFORMANCE: Delius F e s t i v a l i n 1929 ? 
TEXT: From the opening of IV of The Princess of Alfred Lord Tennyson 
FORCES REQUIRED: SATB 
After an i n t e r v a l of seven years d u r i n g which Delius was b e s e t by t h e 
i n i t i a l e f fec t s o f h i s f i n a l i l l n e s s , he composed the l a s t of t h e p a r t s o n g s , 
aided by h i s wife J e l k a who t r a n s c r i b e d h i s d i c t a t i o n . I t would have been 
h is l a s t choral composit ion had i t no t been fo r t h e l a t e r c o l l a b o r a t i o n w i t h 
Er ic Fenby which produced Songs of Farewell 
The work p r e s e n t s a f a sc ina t ing combination of tex ted and wordless s i n g i n g , 
the e f f e c t s of which un i te t o produce t h e most o r i g i n a l and p o s s i b l y most 
appeal ing of D e l i u s ' s pa r t songs . I t i s obvious a f t e r an examinat ion of t h e 
poem t h a t Delius was most a t t r a c t e d by t h e " r e f r a i n motif" w i th i t s r e f e r e n c e 
to bugles and d y i n g echoes, r a t h e r t han t h e t o t a l t e x t u a l i m p o r t . He s e t 
only two of the t h r e e s tanzas of the poem and over two t h i r d s of the music i s 
devoted to "word pa in t i ng" of the r e f r a i n , h i g h l i g h t e d by the s tunning word les s 
horn c a l l s . 
S t r u c t u r a l l y , t h e following form r e s u l t s : 
A - 1-9 t e x t 4/4 
B - 10-18 r e f r a i n 
C - 19-26 horn c a l l 
Stanza One 
B' 
27-35 r e f r a i n , horn c a l l 
£' 
Coda - 36-44 
The Princess 
IV 
The splendour falls on castle walls 
And snowy summits old in story: 
The long light shakes across the lakes, 
And the wild cataract leaps in glory. 
Blow, bugle, blow, set the wild echoes flying, 
Blow, bugle; answer, echoes, dying, dying, dying. 
0 hark, 0 hear! how thin and clear 
And thinner, clearer, farther going! 
0 sweet and far from cliff and scar 
The horns of Elfland faintly blowing! 
Blow, let us hear the purple glens replying: 
Blow, bugle; answer, echoes, dying, dying, dying. 
O love, they die in yon rich sky, 
They faint on hill or field or river: 
Our echoes roll from soul to soul, 
And grow for ever and for ever. 
Blow, bugle, blow, set the wild echoes flying, 
And answer, echoes, answer, dying, dying, dying. 
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D - 45-53 text 4/4 
B"- 54-61 refrain 
Stanza Two 
C - 62-69 horn call 
Coda - 70-78 
The various sections seem to share distinct phrase lengths of either eight 
or nine bars, usually 4+4 or 4+5, reflecting the poetic meter. In addition 
the wordless sections and coda material similarly imitate this metrical frame-
work. 
Overall-
A, C, D, B'' - 4+4 
B, Coda I and II - 4+5 
B', C' - 5+4 
Sections A and D, which contain the actual text, are musically dissimilar 
in every respect except for their use of 4/4 meter. B_' and B_'' are trans-
positions with subtle harmonic variation, and C' is simply a transposed 
repetition of the second four bar section of C, stated contrapuntally with B_' . 
The two codas share a similar concluding idea, although I has some text and 
contrasts male and mixed sonorities, while II simply repeats a three bar idea 
three times, with beautiful dynamic contrast. 
Harmonically, the work has no distinct tonality, but rather employs 
extensive chromatic accompaniment to the treble melodies. An obvious exception 
is found in the horn call sections which are clearly tonal and simplistic by 
nature. The subtle re-harmonizations throughout the various B_ sections again 
illustrate Delius's aversion to simple repetition or transposition. 
The most distinctive characteristic of the work are the unusual sonorities, 
especially the horn call and coda sections, where Delius has specified an 
additional group of tenors and basses: Separate chorus to be hummed with a 
closed mouth imitating horns. The final chords of both coda sections are 
278 
beautiful examples of apparent dissonant harmonies which because of vocal 
color, sonority, and dynamics, diffuse, creating perfectly the enchanting 
effects described by the text. 
A final overview of the part songs illustrates the tremendous variety 
and imagination to be found in their composition. They contain not only 
definitive examples of Delius's harmonic palette and motivic manipulations, 
but more significantly reveal his creative use of vocal color and sonority. 
In no way "does one feel that portions of greater works have been cut out 




1. Beechem, p. 36 
2. Heseltine, p. 145-146 
3. Hutchings, p. 38 
4. Ibid., p. 118 
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XII. DELIUS'S COMPOSITIONAL TECHNIQUES 
In concluding the analytical investigation of Delius's choral compositions 
it is worthy to reflect on specific techniques and mannerisms which identify 
Delius's particular compositional style. In preface, some further commentary 
on Delius himself is necessary. 
If the comparison can be drawn, Delius represents the kind of creative 
genius who possesses innately a sensitivity and means of expression which, 
in contrast to pure aptitude, cannot be developed or extended in any direction. 
It can only be nurtured and enriched by surrounding experience and not taught 
to excell in predetermined academic or aesthetic dimensions. 
One need only examine the course of Delius's life to perceive the 
ramifications of this genius of individuality. The majority of his greatest 
achievements were created in an isolationist environment, where he was totally 
absorbed in his own work, having little concern for the developments or 
directions of the musical outside world. 
Until these mature years at Grez, ore can view Delius's "apprenticeship" 
as a series of encounters from which he extracted certain compositional ideas 
and discarded even more. His inherent genius for harmonic expression and 
emotional flow was enriched by a childhood acquaintance with Chopin and Wagner. 
During the incredible Florida years he absorbed what most Europeans would not 
come to appreciate for some time: the musical individuality of the American 
Negroes, and combined with Ward's instruction in classical harmony and counter-
point, his profound appreciation for the music of Edvard Grieg, and an eighteen 
month exposure to the pedantic rigors of the Leipzig Conservatory, Delius 
was presented with the musical stimuli which would eventually guide his hand 
at Grez. 
With this understanding in mind one can now discuss in detail such individual 
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musical qualities as harmony, rhythm, counterpoint, orchestration, choral style 
and form. 
Harmony 
It should be obvious to any listener that it is through harmony that 
Delius's music is most easily recognized. It is profusely chromatic, triadicly 
complex, predominantly non-functional, and yet always falling within definable 
tonal limits. 
One might almost say that the chord is to him what the note was to the 
polyphonic composers, and that the melodic line is always seen in a 
higher dimensional aspect, so to speak, of changing chords. Yet Delius 
has no harmonic system which can be defined and analysed as readily as 
those of Debussy or Scriabm. His range of expression is infinitely 
wider than theirs and his limitations far less apparent. Harmony with 
Delius has always been more of an instinct that an accomplishment and, 
although his chromaticism is not radically of a different order from 
that of Wagner and Chopin, it would not be altogether true or just to say 
that jt was deiived and developed from the study of these two masters. 
Delius's harmony lies just within the boundaries of tonality; but never 
crosses them - in the sense in which regard the later works of Schonberg 
as lymg definitely beyond them. The principle of modulation, though not 
discarded, is pushed to the farthest extremity of chromatic licence, and 
it is the continual shifting of the tonal centres that gives his music its 
elusiveness and that peculiar quality of reticence which imparts to every 
phrase a suggestiveness and a hidden meaning that is never actually 
uttered.1 
Two distinctive techniques can be readily observed in Delius's use of 
harmony: the "colored" harmonization of a simple diatonic melody, recalling 
Delius's boyhood passion for the improvisation of song accompaniments for his 
school friends at Isleworth, and found conspicuously in sections of Sea Drift, 
Appalachia, The Song of the High Hills, and the part songs,- and the harmonic 
tension-resolution implied by chromatic or diatonic ascent or descent in 
response to motivic sequencing or key center convergence, common in any Delian 
composition. The following specific examples illustrate these techniques: 
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Songs of Sunset - Exceeding Sorrow 
These are by no means the only devices found in Delian harmonic motion, 
but they are the most easily recognized. 
Discussing specific chords or progressions, in addition to normal t r i a d i c 
un i t s Delius makes prominent use of sevenths and ninths (both major and minor) , 
chain dominant seventh chords, numerous suspensions, and chords with added 
s ix ths and seconds, with the l a t t e r group often being employed as f inal cadence 
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chords. It is not uncommon to find these various chords linked by some 
a 
chromatic common tone relation or suspension. 
Also particularly effective and distinctive in Delian harmony is his 
sensitivity to inversion and tone spacing within complex chords. (See example 
I above.) With the exception of obvious textual or emotional effect, Delius 
rarely employs any obvious discordance. 
Although highly unusual and distinctive at its time, it is unfortunate 
that the legacy of individuality in Delius's harmony is most closely associated 
with the saccharine idioms of popular music of the past two decades, distorting 
and degrading the originality of his creative harmonic innovations in the eyes 
of the serious music public. 
An insight into a way Delius often composed can be gained by his concern 
for specific chord progressions and their associated emotional implications. 
Fenby's accounts in Delius as I Knew Him are most revealing: 
....Whereas everyone else improvised on easily recognisable themes, with 
Delius there were no themes, just chords. When the mood to extemporise was 
on him, he always followed the same procedure. He would start very quietly 
and dreamily, moving along slowly and, for the most part, chromatically 
in a rhapsodic procession of chords from one leisurely climax to another, 
until the music culminated in a tremendous outburst; then, with many tender 
dallyings by the way, it would end as peacefully as it had begun. 
Delius, according to his wife, was a very bad pianist, playing his 
own music shockingly. His slender, tapering fingers were too long to play 
even the simplest runs cleanly. His limited technique had been a severe 
handicap to him all along, for he was never able to play his works from 
his scores when he showed them to various publishers. Yet, when he impro-
vised, it was as if other hands were fingering the keys. Such improvisation, 
she said, was, in its way, quite as impressive as the more florid out-
pourings of the accomplished technician; to her ears it was certainly more 
musical. 
It would have been interesting to have heard Delius improvise, for 
then it would have shown to what extent his improvisation had influenced 
his composition. He composed every note of his work at the piano (with 
the exception of the opening to the Song of Summer), and there is no 
doubt in my,, mind that his limited keyboard technique was largely respon-
sible for the occasional mechanical chromatic slidings of his harmony, the 
oft-restricted movement of his part-writing, the frequent lack of fitness 
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in his writing for strings, and the unrelieved, plodding crotchet move-
ment of much of his music.2 
Fenby continues: 
On joining Delius at his home in the autumn of 1928, I came to grips with 
the workings of this strange rare mind, How did he compose in his prime? 
To ask him was unthinkable, so I sounded his wife. Sometimes he sketched 
what he played; sheets of hastily scribbled chords detected by ear and 
his acutely sensitive judgment. Some clusters he ringed 'good'. These 
he used to start a new work or continue another if one did not flow. 
First he would play the selected chords in unchanging continuity... 
He would then repeat the same progression in tensions varied on impulse... 
This almost defines his feeling for flow, and what he meant by 
rhythm. It was this that first attracted Beecham, and this he first 
resolved to master. 
Delius disliked music - as Keats disliked poetry - that has 'a palpable 
design on us'. It explains in some measure the magical beginnings and 
endings of many of his works. His middle sections may be less convincing. 
Rejecting traditional means of invention he took enormous risks. Surprise 
and expectancy essential to listening may sometimes seem precarious here 
in the impact of texture of similar cast. Tastes fed on classical contrasts 
or the brasher contrivances of today may well find these monotonous. I 
tried to draw Beecham on this point, but all I got was, 'My dear fellow, 
there's always something happening in Delius. Now m Elgar, for instance, 
nothing ever happens! I can rehearse a Tchaikovsky symphony, leave it 
for five weeks and it will be quite safe to perform without further re-
hearsal. But, Delius is always a risk on the same night!' 
This free approach, crude by traditional standards, was admirable for 
his purpose. Frustrated by academic teaching at Leipzig, it was the natural 
outcome of his lonely search to find his own way. Not only did it influence 
the musical course of each piece he wrote but, I believe, the musical 
course of his whole life's work. Each span of chords...converges upon a 
key-centre. The essence of this chordal adventure is in subtle shades of 
convergence Delius sought to sustain interest by ranging degrees of 
chromatic departure from these temporary key-centres of the movement of 
which they are part. Vision, imagination and experience rendered more 
and more sensitive the tensions of these degrees of departure within dif-
fering moods, speeds and time-scales. Thus in the free play of proximities 
between diatonic and chromatic harmonies in a palette of remarkable 
subtleties of pure colour rather than mixtures, Delius found a way 
unmistakably his own.3 
Rhythm 
Although often chastised for his endless stream of saccharine harmonies, 
part of the criticism leveled at Delius's music might be laid to a seeming 
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lack of rhythmic vitality. Tne "unrelieved plodding crotchet movement" of 
which Fenby speaks is most certainly there, yet such a generalization is 
inaccurate. No doubt Delius is at his best when the subtle harmonic language 
and orchestral color have time to be fully perceived, and such movements are 
often correlated with slow tempi or non-vital motion, yet there are numerous 
passages of great energy and vitality which cannot be dismissed as uneffective. 
One need only reflect on the "Dance Songs"in A Mass of Life, the polylingual 
opening of movement II of Requiem, or the exuberance of "Joy, Shipmate Joy" 
from Songs of Farewell. 
A parallel with Stravinsky might be drawn, whose music characteristically 
vibrates with rhythmic activity, yet who could, for effect, create the placid 
simplicity found in the conclusion of Symphony of Psalms or the Agnus Dei 
of the Mass. 
Concerning specific rhythmic or metrical formulae, Delius displays a 
liking for lulling triplets or compound duple meters; vacilatmg subdivisions 
of 6/4 - 3/2; and occasional syncopation, reflecting his exposure to the music 
of the American Negroes. Yet, viewed in its entirety, the predominant rhythm 
in most Delius vocal works is simple quarter-note motion. 
Counterpoint 
If viewed in the traditional forma] sense, counterpoint would appear to 
be the least significant compositional ingredient in the music of Delius. With 
the exception of the "dance fugue" in I-IIJ of A Mass of Life and occasional 
short imitative passages between vocal parts in other works, he makes little 
use of strict contrapuntal devices. However, if the definition is broadened 
to include counterpoint between voices, texts, or ideas, the presence of 
polyphonic textures is much greater. Even though the underlying harmonic 
motion is identical, Delius makes significant use of "counterpoint" between 
voices and accompanying orchestral material, with the most distinctive instance 
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occurring at moments of climax where the orchestral fabric, often employing 
some specific motif, and the associated choral part writing will climax at 
different times, creating overlaps of great emotional intensity. 
A similar individuality of line occurs between a vocal soloist and chorus 
or orchestra where often different texts or motifs are being simultaneously 
declaimed. The essence of such situations can be traced to Delius's common 
compositional technique of writing the vocal parts against existing harmonic 
material whose existence has been suggested by a text. 
Another revealing circumstance of Delius's interest in maintaining 
integrity of vocal line within an obvious harmonic progression occurs in 
instances of seemingly exact musical repetition, where Delius always re-
distributes or re-writes the various parts involved even though melodic and 
harmonic material may be identical. A distinctive example of this technique 
occurs in I of To be sung of a summer night on the water. 
Orchestration 
Delius inherited the swollen orchestral palette of the latter 19th Century. 
His compositions call for large complex orchestrations, often colored by 
extensive use of woodwinds and complex string divisi, and a sensitivity to 
instrumental color and exotic or unusual sonorities, especially when suggesting 
scenes from Nature, is one of the most striking qualities of his music. 
From the dazzling brilliance found in An Arabesque to the evocative sunrise 
depiction in A Mass of Life Delius was capable of creating almost every nuance 
of emotional suggestion. Although not as rigorous as Strauss, his orchestral 
writing demands virtuosity in execution, with particular artistry required of 
the horns and strings. 
One of the most distinctive qualities of his use of "instrumentation" is 
the prominent incorporation of the human voice into the orchestral palette. 
His use of this device is far more significant and unusual than that of any of 
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his "impressionistic" contemporaries and exists together with his extraor-
dinary harmonic motion as an innovation emulated and admired by numerous 
composers. One can recall Beecham's account of the reaction of Bartok and 
Kodaly to the wordless choruses of A Mass of Life in a letter written to 
Delius by Bartok in 1922: 
We have heard nothing like it before. I think you must be the first 
to make such an experiment, and that a lot could be done in this style, 
achieving quite original effects.4 
Thie wordless technique is found in diverse situations, including the 
complete choruses mentioned above; the short "choral doxologies" as Heseltine 
labels the brief wordless endings of certain variations in Appalachia; and in 
two works, The Song of the High Hills and the part songs To be sung of a simmer 
night on the water, where the technique has been logically extended to become 
a dominant compositional element of an entire piece. 
Choral Style 
Delius's handling of the voice represents one of the most unusual and 
individualistic qualities of his music, and the significarce of vocal expression 
in his creative output is easily demonstrated by its existence in over half 
his compositions, including the diverse media of opera, chorus with orchestra, 
solo with orchestra, a cappella chorus, and solo song. Significant vocal/choral 
qualities which can be discussed in detail include 
a. choral sonorities 
b. tessitura and vocal line 
c. vocal color and register 
d. textual declamation 
a. choral sonorities 
Delius's typical choral sonority can best be described as opulent 
and ideally matched to his luxuriant concept of orchestral sound. His 
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aim w a s to crea te the par t i cu la r sonority or q u a l i t y which b e s t suited 
his emotional needs and whose rea l iza t ion genera l ly demands a large 
chorus of exceptional s k i l l and tonal maturity of ten divided into two 
choirs or numerous parts. 
So Delius, seeking a ce r ta in sound a t a c e r t a i n place recks not 
whether, in eight-part writing plus o r c h e s t r a , disapproved degrees of 
t h e scale a r e doubled, whether the bass i s t h e brue b a s s , whether the 
v o c a l texture could s tand alone or whether one part must leap a pro-
s c r i b e d i n t e r v a l . Nor, though the songs a r e for "double chorus" 
a n d orchestra, [Songs of Farewell] need we worry that t h e whole may 
f u s e to only four, f i v e , or six vocal p a r t s , that par t s may be doubled 
a t the octave or unison, and tha t i t never s u i t s Del ius ' s purpose, here 
o r elsewhere, to write for genuine double c h o i r , with Bachian or 
Handelian a n t i t h e s i s . I t merely happens t o be essent ia l to Delian 
harmony t h a t the parts of his choral force can be employed divisi.^ 
b. t e s s i t u r a and vocal l i n e 
D e l i u s ' s compositions demand rigorous t e s s i t u r a s involving extremes 
in r a n g e , often calling for soprano high C, and employs vocal lines of 
g r ea t length, angulari ty and mte rva l i c d i f f i c u l t y . His penchant 
for s u c h vocal qual i ty can be a t t r ibuted to a d e s i r e for c o l o n s t i c and 
c l i m a c t i c effects not unl ike the musical/emotional demands found m 
Beethoven's Ninth Symphony and Missa Solemnis, and obviously for a chorus 
l a c k i n g trained voices capable of reaching t h e s e pitches t he results can 
be d i s a s t r o u s . Yet if successfully performed, such moments are incredibly 
e x c i t i n g anfl o f t en create the essence of D e l i u s ' s most powerful expression. 
Hutcriings comments: 
Finally one must repudiate those who t h i n k that Delius asked 
f o r the impossible from his s ingers . He never did not even i n "The 
Song of the High H i l l s " . A soprano high c on the words and i n the 
j?l.aces se lec ted by Delius need be nei ther weak, ugly nor out of tune. 
I t is also r i sky to charge with writ ing unvocal parts a composer 
v?rio seemed t o think in terms of song even when writing f ° r instruments.6 
Deslian vocal lines range from f lo r id chromaticism, lacking apparent 
d i r e c t i o n or sense of culmination, to contours of instrumental angularity 
and durat ion. The chromatic nature of his harmonic idiom imposes i n t e r -
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valic relationships of unusual difficulty which makes sight reading without 
supporting harmony a challenging procedure. The occasional instrumental 
angularity is no worse than Bach's, and the inherent energy present m 
such melodic contours is a significant factor in intensity and musical 
interest. 
Delius ' s concern for the character of the inner voice par t s in a 
choral t ex tu re ref lects an interest in contrapuntal l i n e , harmonic 
implication and co lor i s t ic effect; an account of the f i r s t performance 
of Sea Drift, related by Delius to Fenby, provides an in te res t ing reference 
to th is po in t : 
He used to relate with great amusement how, at the early rehearsals 
for the first performance of Sea Drift, at the Tonktlnstlerfest m 
Essen in 1906, they thought the chorus parts unnecessarily difficult, 
whereupon one bright fellow decided to rewrite several passages, 
distributing the parts m such a way as to facilitate their execution, 
yet preserving the actual harmony. After a great deal of manipulation 
he finished the job, convinced that he had done the composer a noble 
service. Copies were made of the new part-writing, and a few crack 
singers from the chorus chosen to sing the improved version, so that 
the indignant composer might be shown the error of his ways. 'When 
they had finished singing,' said Delius, 'I told my good friend that 
he could just alter it all back again; that I would have none of it! 
He had taken all the character out of my music. The outcome of it 
all was that he apologised, and said that it had been a shocking 
eye-opener to him. He would never have believed that such music 
could have sounded so different when the part-writing had been altered. 
When he heard the total effect of the chorus with the orchestra at 
the last rehearsals - and how thoroughly they used to rehearse in 
Germany in those days! - he was more surprised than ever, and heard 
for himself that the chorus parts had to sound exactly as I had 
distributed them.'7 
c. vocal color and register 
Any examination of a Delian choral work reveals a significant awareness 
of vocal range and color and the resultant choral sonority. Typical is 
his distinctive treatment of the tenor voice, which recalls Brahms in its 
frequency of upper register use and part crossing with the alto. 
In addition to the normal mixed voice divisi, Delius's compositions 
employ significant use of both male and female ensembles and often rely 
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on coloristic qualities to infuse emotional or pictorial effect: e.g. 
female choruses in A Mass of Life CI-III, the tenor-bass "horn calls" in 
The Splendor falls on Castle Walls, and the evocative male chorus at the 
opening o^ Act III of Koanga. He had an obvious liking for the baritone 
voice, used both as a soloist or juxtaposed against a choral texture, with 
this combination occurring in some form in all the major choral-orchestral 
works save Songs of Farewell. 
d. textual declamation 
Delius's concern for words and proper textual declamation would seem 
to be supported by his significant use of texted material in his compositions, 
yet an apparent lack of sensitivity m this area has drawn severe comment. 
Fenby remarks: 
Delius, in writing for the voice, had neither feeling for line nor 
feeling for words. [This refers to my reaction to his completing 
'A Late Lark". Though few vocal phrases in his operas are memorable, 
Delius discovered haunting melodic fragments at the emotional peaks 
of his choral works - 'Wonderful, causing tears' {Sea Drift) - 'Eve 
descended. Forgive me that the even is come.' (Mass of Life) to 
mention but two.]8 
In setting words, however, it must not be imagined that he was 
careless. I have heard him declaim a phrase over and over again -
but always, oh, so clumsily! - before finding the music for it. It 
will, no doubt, astonish the many who, like myself, must often have 
flinched before his mutilations of English to hear that he used to 
say, 'I am always at my best when there are words.' That he probed to 
the heart of whatever poem he was setting is beyond the shadow of a 
doubt, but I am equally certain that he had no notion of how badly he 
declaimed English. Of his settings in German and Norwegian I am not 
competent to judge, but, with English, the words are almost like an 
unnecessary commentary on the mood which the composer has drawn up 
from the depths of their meaning. The melodic accent he imposes on 
them is wholly at variance with their verbal accent. One can more 
readily forgive this in a composer who is unwilling to sacrifice the 
shape and spacing of the beautiful melody that he has been at such 
pains to perfect to the shape and spacing of the words that he has been 
given to set. In the case of Delius it was unforgivable, for it 
sould have been just as easy for him to spread the words out comfortably 
and accurately over the rich texture of sound they had inspired in him 
as to perpetrate the verbal absurdities of an otherwise lovely work 
like Songs of Sunset.9 
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Robert Hull continues, from his discussion of Delius's choral style: 
Mr. Sydney Grew, in a charming appreciative sketch of the composer, 
points out that A Mass of Life and to a lesser extent, in Sea Drift, 
Delius is very apt to mistake both accent and sense: "The greatness 
of Delius is, I feel, transcendental; but in fine points like these 
he speaks with the uncertainty of a beginner."10 
A further comment of Fenby's reveals an unexpected insight into Delius's 
concern for the importance of words and their proper declamation in per-
formance: 
I often gathered from his remarks, whilst listening to music 
with him, that he regarded voices in the nature of a necessary encumbrance. 
There were certain works in which one could not very well do without 
them, yet they were a nuisance all the same. Often, during relays 
of his choral works in which one guessed that the microphone had been 
placed in such a position as to give undue prominence to the voices, 
he would say, 'Can't you get the Orohester any louder?' (He always 
used the German form of the word.) The Orohester - the Orohester is 
the chief thing I want to hear.' It was the same in listening to Wagner. 
'Never mind so much about the singers, or even what they are singing 
about; the narrative is in the Orohester.'H 
Form 
Form in the vocal/choral compositions of Delius is basically dependent 
on the poetic structure of the source material, which is manifest musically 
in the correlation of movements to verses or sections to individual lines or 
phrase groupings. There is no superposition of abstract musical structures 
(sonata, ABA, rondo, etc.) to determine the overall formal plan of any choral 
composition, and in all but three works, An Arabesque, A Mass of Life and 
Sea Drift, Delius employs a "through composed" technique of formal organization 
with no significant repetition of harmonic or melodic material among movements 
or other major musical sections. The above works, although basically fitting 
this non-repetitive pattern, do employ similar musical material, with An Arabesque 
and Sea Drift having identical opening and closing sections and A Mass of Life 
employing the recurrence of several important motifs. In Songs of Farewell the 
beginning and ending tonalities are identical even though no other musical 
characteristics are the same. 
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However, although the grouping of the major sectional elements suggests 
no over-all structural design, there is a wealth of detail to be found in 
individual movements or sections. Here Delius creates numerous intricate 
musical relationships often controlled by the repetition of various motifs. 
Symmetry is also delineated by the occasional use of abstract elements, 
usually ABA, which do play an important role in the structure of individual 
movements. 
As stated previously, it is in discovering these intricate musical 
relationships, which are often totally unnoticed or appreciated by a listener, 
that this study has its base, and only after the reader has assimilated 
their significance can he fully appreciate the incredible compositional genius 
of Frederick Delius. 
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XIII. CONCLUSION 
Delius completed his final work in 1932, concluding a composing career 
which spanned nearly fifty years. He was almost forty before he heard any 
of his works performed, and it has taken a similar span since his passing in 
1934 for his music to again receive* wide spread recognition, as indicated 
by the host of new recordings of the major compositions. 
After the London concert of 1899 and the English premiers of Sea Drift, 
Appalachia, and A Mass of Life, the worth of his music was established in the 
public's mind, and it held great significance during the remainder of his 
life, culminating with the 1929 Delius Festival. Hopefully, the analogous 
period of recognition has begun, and Delius's place will be firmly established 
as a composer of significant individuality, innovation, and creative genius 
for all time. It is to such an end that this dissertation has spoken, providing 
evidence of the great wealth of creativity, harmonic and choral innovation, and 
structural sophistication present m the music of Frederick Delius. 
One need only reflect on the individual qualities in Delius's work to 
understand his important contribution to musical development: He was one 
of the first European composers to recognize the uniqueness of the American 
Negro musical idiom, incorporating it in Florida Suite, Koanga and Appalachian 
he made use of wordless chorus to an extent unparalleled among his contempo-
raries - the technique appearing in his early operas before its use by Debussy 
his harmonic idiom has been imitated extensively in popular and tilm music 
and attracted the attention of Ellington in the thirties; and lastly, one 
must account for the profound effect of the Delian idiom on musicians like 
Thorn?s Beecham and Peter Warlock. 
In light of these points one might seriously question the conclusion of 
William Austin in Music of the 20th Century: 
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We can either enjoy or dismiss Delius himself without crediting him 
with an}* central historical significance. 
Perhaps the true worth of the music of Frederick Delius has best been 
captured by Philip Heseltine in the final pages of his Delian biography: 
Every man lives in a world of his own creating which is small or great, 
hideous or beautiful, according to the stature and disposition of his 
soul. And those who see, in all the manifestations of Nature, a fullness, 
a richness and loveliness that would for very excess break through the 
barriers of time and change and overflow into the Infinite may well 
deride the materialist's heaven of harps and glass which those have feigned 
who never saw the world aright. Whoever has known true ecstasy has already 
encompassed past and future, and having once attained is initiate, immune 
from disillusion. He is at one with Nature and strides fearlessly into the 
darkness, knowing that he will not fall, certain that the great --iver of 
separation comes in the end to the sea where all things are united. So 
he achieves within himself an inner harmony and peace - tranquillity; 
which is not so much the "central peace subsisting at the heart of end-
less agitation" as an enfolding calm that is wrapped about a troubled and 
unresting heart. 
The modern spirit in music is impat .nt, unreflective, restless and 
impetuous, for it is the spirit of an age of disintegration. There is 
very little tranquillity in the music of our time and such emotion as 
it contains is rather the instantaneous record of sensation than a quintes-
sence "distilled by long processes of meditation. Serenity seems to have 
forsaken music for a while....But it is one of the essential qualities 
cf the great art of all ages, and its presence in every work of Delius 
is one of the surest tokens of his immortality. The message of his 
music is one of ultimate assurance and peace. It is full of a great 
kindliness which makes us feel akin to all things living and gives us an 
almost conscious sense of our part in the great rhythm of the universe. 
And as the lonely soul turns to the starry host for comfort and companion-
ship, so may we turn to this music and hear reverberated in the tones of 
a lonely singer "the voices of the innumerable multitudes of Eternity.2 
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